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ABSTRACT 
The purpose of this research is to investigate dance and sport as two 
individual yet intertwining fields. Areas of inquiry include the artistic/aesthetic sports 
of the Olympic Games particularly rhythmic gymnastics, synchronized swimming, 
and ice dancing; the artistry and athleticism of cheerleading, dance team, and 
dancesport; the athleticism in dance companies such as STREB, Pilobolus, 
Bandaloop, and Alvin Ailey American Dance Theatre; and the athleticism in the 
dance training system of Lester Horton. Similarities in corporeal and intellectual 
practices of athletes and dancers are also explored as they manifest in cross-training, 
somatics, dance and sports medicine, higher education, and collaboration. The 
culmination of my research is the creation of Sound Mind Sound Body, a 
choreographic work bringing a team of dancers together to collaborate and train as 
athletes as well as performing artists. 
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Chapter One: 
INTRODUCTION 
Background Information 
I grew up in a dance studio and an athletics club. My parents were both 
volleyball players: my dad was the captain of the Bolivian National Team and my 
mom was also a gymnast and a dancer. My sister and I studied dance, acrobatics, and 
cheerleading. We were brought up in a seamless appreciation of performing arts and 
competitive sports. 'Sound Mind Sound Body' was the motto of our athletics club and 
I always felt this was an important concept in both dance and athletics. 
People dance for many different reasons. Some pursue dance as a performing 
art which satisfies an expressive need, while others are drawn to dance as a 
competitive activity which meets a desire to excel. I have studied dance from both 
perspectives as have many young dancers growing up in dance studios today. Often in 
high school and college, students take their dance talent and join a competitive dance 
team or competitive cheerleading squad. The drive to compete for young dance artists 
is growing and so are competing opportunities. The question arises: Is dance a 
competitive sport? The intersections between dance and sport are many and I feel 
they deserve a closer look. 
At the most basic level, both dance and sport rely on movement of the human 
body, and each involves a design element that influences how and where the body can 
move in a designated space. In sport the focus is on competition with objective 
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criteria and quantitative measurements. In dance the focus is on artistic and aesthetic 
value which is subjective and qualitative. These fields have in common an interest in 
entertainment value for both the participant and the audience. 
Initial Questions 
My initial questions for this project are: 
What are the intersections between dance and sport? 
What are the criteria that categorize an activity as one or the other? 
What activities incorporate elements from both dance and sport? 
• How are the value systems and training systems similar and different? 
How does one effectively coach and objectively judge a sport that consists of 
artistic dance elements? 
Point of View 
As an athlete and dancer myself, I have grown up in both worlds. At times the 
boundaries between dance and sport were clear and at other times blurred. 
Categorization relied both on the original intention of the participants and on the 
audience outside perspective. With hybrid activities I felt stuck between the two 
worlds and unable to enter either. However, in my body the movements for dance and 
athletics seemed similar, as did the relationships with my cast mates and team mates 
and with my coaches and teachers. 
I have worked in the areas of dance, gymnastics, cheerleading, and dance 
team as a performer, teacher, coach, choreographer, and adjudicator. At the university 
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level I have worked in both a dance department and athletic department and I believe 
the skills I have acquired in each job position are mutually informing. I believe 
similar tools can be used for both coaching sport and teaching dance; including 
kinesiology, anatomy, pedagogy, movement analysis, the relationship of time/space/ 
effort quality/spatial design, somatics, conditioning, safety and injury prevention, 
nutrition, skill progression, confidence building, motivation, competitiveness, good 
sportsmanship, and team bonding. Both teaching dance and coaching sport require 
skill in leading a large group of individuals; this includes organization, clear 
communication, and ability to give constructive feedback. 
Scope 
In this research I take a closer look at the following intersections between 
dance and sport: 
• Artistic and aesthetic sports in the Olympic Games 
• Activities that incorporate elements ofboth dance and sport 
• Athleticism in dance performance and training 
• Similarities in the fields of dance and athletics 
• How to create a choreographic work and coach performers based on research 
in dance and athletics 
Methodology, Resources, Artistic Context 
An internationally recognized event that incorporates aspects of both 
performing art and competitive sport is the Olympic Games. In studying the Olympic 
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Games I utilized books about the ancient and modern games to understand the 
Olympic culture and connection between artistry and athletics. I focused on rhythmic 
gymnastics, synchronized swimming, and ice dancing as the International Olympic 
Committee (IOC) official sports that I believe have the most elements in common 
with dance. I consulted books on these specific sports and sports officiating as well as 
the official websites of the Olympic Games, the IOC, and the international federation 
of each individual sport. I reviewed coaching manuals and judging criteria and 
consulted The College at Brockport Head Gymnastics Coach and professor John 
Feeney, with whom I took a Coaching Gymnastics class. 
Two activities I believe lie somewhere between the categories of dance and 
sport-and have much in common with the three artistic sports previously mentioned 
-are competitive cheerleading and competitive dance team. In this area of my 
research, I drew from my own experience and conferred with Georgia State 
University Spirit Coordinator and Head Cheerleading Coach Darryl Lyons, a mentor 
and colleague of mine. Cheerleading, which grew out of a desire by college students 
to show school pride at athletic events, later evolved into game day entertainment. To 
understand the evolution and current state of cheerleading I utilized the official 
websites of the national and international governing bodies. Currently cheerleading is 
housed in scholastic athletic departments around the country and many teams have 
changed their focus from entertainment to competition. To further my knowledge of 
current performance techniques I analyzed scoresheets and watched performance 
6 
videos. Certain cheerleading organizations are taking initiatives to elevate the activity 
to sports status by seeking inclusion into the NCAA, NAIA, and eventually the IOC. I 
found the most up-to-date information regarding these initiatives in online articles 
and on the official websites for the aforementioned organizations. One artistic activity 
that was successful in acquiring sports status by the roc is dancesport (competitive 
ballroom dancing). I used books on dancesport and the official website of its 
international federation to understand this transition from performing art to 
competitive sport. 
In analyzing athleticism in dance performance I looked to videos, books, live 
performances, master classes, personal experience, and official websites for the dance 
companies of STREB, Pilobolus, Bandaloop, and Alvin Ailey American Dance 
Theatre. For my own choreography I am inspired by the aesthetic intersections of 
dance artistry and sport athleticism and I believe these notable dance companies are 
similarly interested. In analyzing athleticism in dance training-mainly Horton 
technique-! drew from books, DVDs, personal experience, classes, and the Horton 
Pedagogy Workshop which I attended with master teacher Ana Marie Forsythe. I also 
conferred with Millikin University Dance Instructor and colleague Angela 
Fleddermann Miller. I placed a questionnaire on the National Dance Education 
Organization Online Forum about the relevance, value, and application of Horton 
technique and received helpful information and viewpoints from dance professionals 
and students around the country. 1 
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To investigate the other areas in which the fields of dance and sport intersect, I 
consulted online journals, articles, scientific studies, magazines, websites, as well as 
personal experience. I concentrated on cross-training, somatics, dance and sports 
medicine, higher education, and collaboration. I identified and analyzed a model for 
cross-discipline collaboration. I also drew from my experience taking classes in 
Dance Conditioning, Kinesiology, and Somatics from professor Dr. Suzanne Oliver as 
well as classes in Pedagogy and Laban Movement Analysis from ptofessor William 
(Bill) Evans, both at The College at Brockport. 
Creative Project 
I used my new found knowledge along with my experience in the areas of 
- ·--------. ___ ....... , ........ ""'-, ("-
dance and sport to build a team of athlete dancers and (reJ,.;.;,..al process and " ' 
choreographic work that reflects my research investment in both athleticism and 
artistry. Before I began the rehearsal process I had my dancers_sign a contra� 
explaining how they will be working as both artists and athletes. 2 I found inspiration 
in the sports, activities, companies, and movement techniques previously mentioned. 
Through experimentation, teamwork, and collaboration my dancers and I created our 
own training system and movement vocabulary to realize my choreographic vision. 
Recurring Theme 
A recurring theme in my writing and research is the saying 'sound mind sound 
body.' This saying has roots in ancient Greek and Roman philosophy and literature, 
and more recently as a motto for athletic organizations and physical education 
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institutions around the globe. My connection to this motto is through American 
Turners, a nationwide German-American gymnastics, athletics, and cultural 
organization which played an integral role in bringing physical education into the 
American public school system, and in which generations of my family are lifetime 
members. The phrase captures my vision of a fully integrated movement artist/athlete. 
Continuing Questions 
As someone who has had a life-long interest in both dance and sport, I hope to 
begin to answer these questions: 
• 
• 
How can the separate fields of dance and sport inform one another and cross­
pollinate yet still hold their individual identities? 
What are some models for cross-discipline collaboration? 
How can I be an advocate for the positive progression of both fields? 
What possible opportunities will present themselves when professionals in 
both dance and sport work towards acceptance, understanding, and 
collaboration? 
1 See Appendix Two: National Dance Education Organization Online Forum Questionnaire 
2 See Appendix One: Thesis Dancer Contract '12-' 13 
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Chapter Two: 
DANCE ARTISTRY IN THE OLYMPIC GAMES 
I grew up participating in dance, gymnastics, and cheerleading, and attending 
my parents' volleyball tournaments. To me, these were similar activities where a 
sound mind and sound body worked together to achieve movement goals and perform 
them in front of an audience. I realized later these activities are categorized as 
belonging to two separate worlds: performing art and competitive sport. Today, I 
understand the two separate categories but am most interested in where they intersect. 
The most noteworthy event I can think of that incorporates aspects ofboth 
performing art and competitive sport is the Olympic Games. 
Art in the Olympic Games (Past and Present) 
In ancient Greece, during the early history of the Olympic Games, athletic 
festivals also included music, poetry, recitation, sculpture, and painting. In this way, 
the ancient Greeks honored all forms of human expression including art and sport. 
Their philosophy placed humanity as the source of all truth and formed an alliance 
between art and sport that no other culture or civilization has been able to achieve. 1  
Thus, the Olympic Games were meant to celebrate the human being's physical 
achievements including the mental and strategical as well as the artistic and aesthetic. 
I feel the modern Olympic Games honor the ancient Greeks' belief in the 
relationship between art and sport by incorporating dance, music, and choreography 
into the opening and closing ceremonies. In addition, certain competing sports have 
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fundamental elements of dance artistry and aesthetics including rhythmic gymnastics, 
synchronized swimming, and ice dancing. Some sports fans might question the 
validity of these as sporting events due to the inclusion of artistic expression which 
brings subjectivity into the judging process. Objectivity in sports officiating is 
important but not all champions are decided by the most goals, the farthest throw, or 
crossing the fmish line first.2 My goal is not to prove these three aesthetic events are 
valid sports, however I hope everyone would at least agree that the participants are 
world-class athletes. Instead, I plan to treat the participants as performing artists by 
discussing the artistic elements in Olympic rhythmic gymnastics, synchronized 
swimming, and ice dancing, as well as how artistic merit is evaluated in the Olympic 
Games. An understanding of each sport will aid me in this endeavor, but first I will 
examine sports officiating in general as well as on the Olympic level. 
Sports Officiating 
Most people think sports officiating is a strict, objective science while others 
consider it subjective and a kind ofart.3 There is no set of rules able to govern 
everything that might possibly happen at a sporting contest, therefore officials need to 
use their intuition guided by their experience in the sport in order to be successful. 
Some officials see themselves as artists and the sporting event their work of art. These 
officials take the gray areas of hard-to-call situations and decisively paint them black 
or white. 4 This is why sports officials must be impartial, have no stake in the outcome 
of the event, and be free of any conflict of interest. The athletes and the spectators 
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must be confident the judging is respectable and fair. However, there will be the 
occasional human error and athletes should accept and understand this as one of the 
random factors intrinsic in sport. 5 
Every four years, the Olympic Games bring together the best athletes from 
around the world. Billions watch the Games either in person or on television and are 
fascinated by the performances of the amazing individuals who participate. Results 
are measured in milliseconds, millimeters, and hundredths of a point. The ability of 
the Olympic officials to see and hear clearly, communicate properly, work decisively, 
and score fairly should match the athletic ability ofthe athletes they are adjudicating.6 
For any given sport, the Olympic officials are selected by its international federation. 
No officials are selected by the International Olympic Committee. The international 
federations are also responsible for all technical aspects, rules of play, and equipment 
for each sport. 7 These and other precautions are taken to ensure the competition is as 
fair and just as possible. In all sports, officials should be willing to take personal 
responsibility for their judgment calls, just as every athlete is expected to take 
personal responsibility for their course of participation. 8 At the opening ceremony of 
the Olympic Games, athletes take an oath to compete fairly and judges take an oath to 
officiate impartially. In other words, the outcome of an event should be determined by 
the rules agreed upon for that sport, the observance of those rules by the athletes 
competing, and the unbiased application of those rules by the officials.9 However, 
certain sports are harder to judge than others. When technical components and artistic 
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presentation are being officiated, judges have the challenge of evaluating artistic 
ability against defmed performance criteria.10 This inevitably involves some element 
of subjective opinion. 
Rhythmic Gymnastics 
Rhythmic gymnastics incorporates classical ballet, a German method of 
apparatus work for muscle development, and a Swedish method of free exercise to 
develop rhythm. It began as a means of movement expression, made to exercise 
different parts of the body, and borrowing from dance in order to develop aesthetic 
expressiveness and gracefulness.11 The development of rhythmic gymnastics was 
influenced by many including Fran�ois Delsarte, a teacher of emotional expression 
through voice and gesture; Emile Jaques-Dalcroze, the inventor of a method of 
experiencing music through movement called eurhythmics; Rudolf von Laban, a 
dance artist and theorist; Mary Wigman, a German pioneer of expressionist dance; 
and Isadora Duncan, an American pioneer of modem dance. 12 Rhythmic gymnastics 
has been developing in Europe since the 1 800s, as part of physical education and 
natural gymnastics for males and females. It appeared in experimental competitions in 
eastern Europe in the 1930s and became an Olympic sport in 1984 governed by the 
Federation Internationale de Gymnastique, the world's oldest international sports 
organization. Gymnastics, now called artistic gymnastics, has been an Olympic sport 
since the inauguration of the modern Olympic Games in 1896.13 
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Olympic rhythmic gymnastics is an all female sport consisting of gymnastic 
floor routines utilizing five types of hand apparatus: ball, hoop, rope, clubs, and 
ribbon. There are specifics for mat dimensions, appropriate attire, and apparatus size. 
The event consists of an individual competition where the athlete must perform 
different routines with four of the five apparatus, and a group competition where five 
athletes perform two routines: one routine all using the same apparatus and one 
routine using two different apparatus.14 During the routine, the gymnast must keep the 
apparatus constantly moving with great variety of shape, amplitude, direction, plane, 
and speed. The gymnast should have a constant relationship with the apparatus and 
handle the apparatus with as much variety as possible, but it should not be used as 
decoration. The role of the choreographer is crucial. Each action is important as the 
gymnast tries to convey a story through movement.15 Closely observing are three 
panels of four judges who score the athletes in three categories: Difficulty, Artistry, 
and Execution. The following are their definitions and components: 
Difficulty considers degree of difficulty in body movements and apparatus 
work. 
Artistry evaluates artistic impression, content of routine, relation between 
music and movement, and expressivity of gymnast. 
Execution assesses clarity and precision and includes deductions for technical 
faults.16 
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For the final score, the highest and lowest scores are dropped, scores are inserted into 
a formula, and deductions for penalties are subtracted. Types of penalties include 
boundary, apparatus, music, time, and attire. After the scores are announced, coaches 
are allowed to make inquiries on the difficulty score only. 17 
Synchronized Swimming 
Synchronized swimming has been called figure swimming, picture swimming, 
rhythmic swimming, water stunts, water ballet, ornamental swimming, and water 
dancing.18 It has roots in ancient Greece and Japan and more recently in the late 19th 
century in Germany, England, and Holland. Males and females participated and in 
each country a different aspect of the sport grew.19 In these different places of origin, 
synchronized swimming began as either physical education, scientific research on the 
human body in water, or entertainment. Synchronized swimming gained popularity in 
the United States due to water ballet shows and Busby Berkeley films. American film 
star Esther Williams performed water ballet in several American movies.20 It became 
an Olympic sport in 1984, the same year as rhythmic gymnastics, and is governed by 
the Federation Intemationale de Natation. Swimming, like artistic gymnastics, has 
been an Olympic sport since the inauguration of the modem Olympic Games in 
1896.21 
Olympic Synchronized Swimming is an all female sport. It is a mix of 
swimming, dance, and gymnastics which requires strength, flexibility, grace, and 
exceptional breath control. Precise timing within the group and synchronization to 
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music is a key element.22 Swimmers work together to lift or throw another swimmer 
above the water and to make figures or shapes on the water's surface with their body 
parts. The types of movement sequences include on the surface, above the surface, or 
submerged. The event includes a duet competition and team competition for eight 
athletes. There are specifics for pool dimensions and water temperature and the 
equipment consists of underwater speakers, a nose clip, and approved swim suit. 23 
Two routines are performed: one Technical Routine and one Free Routine. The 
Technical Routine is comprised of a set of compulsory moves executed in a particular 
order. The Free Routine--or artistic routine-has no restrictions on music, 
choreography, amount of skills, or type of skills. Closely observing are two juries of 
five to seven judges. For the Free Routine, one jury evaluates Technical Merit and the 
other Artistic Impression.24 Technical Merit includes the following: 
Execution of swimming strokes, propulsion techniques, figures, patterns, and 
transitions 
Synchronization between swimmers and music 
Difficulty in the height of movements, complexity and multiplicity of 
movements, time length of movements, strength of movements, and 
complexity of synchronization25 
Artistic Impression includes the following: 
• Choreography- the variety and creativity of movements, transitions, fluidity, 
patterns, and pool usage 
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• Music Interpretation- the use of movement to interpret the musical dynamics 
and rhythms 
Manner of Presentation- the poise with which the routine is presented, the 
ability to communicate through the choreography, and the effortlessness of 
performance26 
Both routines are marked by the judges, the best and worst marks in each jury are 
discarded, the scores are added, and deductions are subtracted.27 
Ice Dancing 
Ice skating started in the 13th century as a practical way for the Dutch to 
maintain communication between villages during the winter season. 28 In 1660, figure 
skating was born in England as a recreational activity where the emphasis was the 
tracings left on the ice. Figure skating then developed different styles in different 
European countries. The French, preoccupied with ballet, developed a style of figure 
skating where the body positions were most important.29 In the mid 1800s, figure 
skating was revolutionized when steel blades were introduced allowing complex 
maneuvers and turns.30 Soon after, local figure skating competitions started as well as 
pair skating and ice dancing. Ice dancing-originally called hand-in-hand skating­
developed in either Vienna or Paris frrst, as a waltz dance on the ice.31 Figure skating 
was part of the first winter Olympic Games in 1924 and ice dancing joined in 1976. 
Both are governed by the International Skating Union.32 
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Olympic Ice Dancing is performed by a male and female pair. It is basically 
ballroom dancing on the ice. Skating a carefully choreographed routine in time with 
the rhythm of the music is important, as well as a quality of gliding and fluidity. 
Sequences must be performed in a dance hold. Any separation should have a clear 
and valid reason and is restricted by time, specified moves, and distance between 
skaters.33 Lifts should express and enhance the character of the music and should be 
performed elegantly without obvious strength or awkward transitions. Lifts above 
shoulder height and throws are not permitted. There are specifics for rink dimensions, 
skates, and attire. Olympic Ice Dancing consists of two events: Original Dance where 
teams have the same theme but can pick their own music, and Free Dance where 
teams can choose music and style. 34 When the routine is finished, the couple awaits 
their scores with their coach in the 'kiss and cry' area of the rink. The routines are 
judged on Technical Merit and Artistic Merit in five categories: 
• 
Skating skills- control, balance, flow, precision, clarity of technique, variety of 
speed, and effortless power 
Transitions and linking footwork or movement- variety/difficulty/intricacy/ 
quality of footwork, positions, movements, and holds that link all elements 
Performance/execution (definition on pages 20-21) 
Choreography/composition (definition on page 21) 
Interpretation/timing (definition on pages 2 1-22) 
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There are nine main judges as well as a technical panel of three officials whose job is 
to identify details such as skating elements, level of difficulty, illegal elements and 
falls, and new innovative elements. There is also a slow motion replay system in 
order to review take offs and landings and any other questionable material. 35 The fmal 
score is composed of dropping the highest and lowest scores, adding the marks from 
the two dances, and subtracting the deductions. Computer software checks for 
anomalies in the marks of individual judges who can be demoted or removed if 
anomalies are consistently found. Judges go through an evaluation process after each 
event called the 'Grade of Execution.' Judges have to be nominated, appointed, and 
randomly drawn from a pool of qualified judges in order to perform their duty at the 
Olympic Games.36 
Similarities in Adjudication (Technical and Artistic Merit) 
The adjudication systems for Olympic rhythmic gymnastics, synchronized 
swimming, and ice dancing are similar. Judges train by attending seminars, passing 
examinations, attending judging trials, and logging experience adjudicating national 
and international competitions. After the routines are fmished, the technical and 
artistic scores are inserted into a complex formula where the best and worst scores are 
dropped and deductions are subtracted. Athletes can receive point deductions for not 
following the rules on boundaries, appropriate music, time length of routine, and 
proper attire. After the event, judges are evaluated on their performance and can be 
dismissed if anomalies are present. 
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Each ofthese three sports use similar criteria when judging. What differs 
slightly is which criteria are grouped together in which scoring categories, and how 
many points each category is worth. For the most part, routines are judged on 
Technical Merit and Artistic Merit. Technical Merit includes degree of difficulty, 
execution of skills, and synchronization (between performers, music, and apparatus). 
Artistic Merit is more complicated. 
The International Skating Union (ISU)-which governs ice dancing-goes 
into more detail about the judging process than the international federations which 
govern rhythmic gymnastics and synchronized swimming, probably because it has 
received the most scrutiny from the press on this subject. As a result, there are many 
rules in place on how to judge, pick the judges, check the judges decisions, and 
reprimand the judges. On the positive side, the ISU also goes into more detail when 
defming artistic elements on which the athletes are scored. Because ofthe similarities 
between rhythmic gymnastics, synchronized swimming, and ice dancing, I propose 
that these terms and definitions from the ISU can help us to better understand the 
scoring process of Artistic Merit in all three sports. According to the ISU, there are 
three categories of Artistic Merit: Characteristics of Performance and Execution, 
Characteristics of Choreography and Composition, and Characteristics of 
Interpretation and Timing. The following are their defmitions and components: 
1)  Characteristics of Performance and Execution 
• physical, emotional, and intellectual involvement 
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• carriage or a train.ed inner strength of the body that allows ease of 
movement 
• style, individuality, and personality 
• precise execution of movement 
• variety and contrast in tempo, rhythm, force, size, level, shape, and angles 
• projection and connection with the audience 
• spatial awareness between performers 
• smooth management of transitions 
• all athletes contributing equally toward achieving performance criteria37 
2) Characteristics of Choreography and Composition 
• purposeful idea, concept, and vision 
• purposeful through-line from beginning to end 
• equal weight of choreographic parts in aesthetic pursuit 
• utilization of space 
• designed patterns or figures 
• form and phrasing structured to match the phrasing of the music 
• originality of purpose, movement, and design inspired by the music or 
underlying vision 
• shared responsibility of purpose between athletes38 
3) Characteristics of Interpretation and Timing 
• awareness of the rhythmic beat 
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• effortless movement in time to the music 
• expression of the music's style, character, rhythm, and mood through total 
body involvement 
• use of finesse to reflect the nuances of the music 
• interpretive unison where all athletes have a similar degree of sensitivity 
to the music39 
The subjective dancer and performing artist in me believes this criteria for 
judging artistic expression is sufficient for these three Olympic events, but the 
objective athlete in me wants to know the exact amount of influence artistry has on 
deciding the medal winners. Therefore I question, how much percentage of the final 
score and final result is due to artistic ability? After reading rule books and studying 
websites with the most up-to-date information on these sports, I have found that the 
mathematical formulas for calculating the final scores-along with their explanations 
-are confusing and contradictory. I was unable to fmd a definite answer for this 
question in my sources on all three sports. From the information I did understand, I 
believe about 20%-40% of the fmal score is dedicated to artistry in each of these three 
Olympic sports. 
Athletes and Artists 
In ice dancing, synchronized swimming, and rhythmic gymnastics the 
technical skills are very different-gliding on ice, swimming through water, or 
negotiating an apparatus on a mat-but the artistic skills are the same. These 
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Olympians must train to be performing artists as well as athletes. Fundamental 
aspects of all three sports, the choreographic design and musical accompaniment, are 
completely out of the athletes' control. The coach or choreographer is in charge of 
designing the routine and choosing music and movement which parallel each other, as 
well as suit the athletes' ability and the judges' expectations. A manual or rule book 
can give advice on this subject but it cannot explain how to execute this task. Other 
questions I have which are left unanswered by the rulebooks and coaching manuals 
include: How does a coach teach the artistic elements of a given sport? How does an 
athlete know when she or he has mastered those artistic elements? Ho.w does a judge 
identify, compare, and score artistic details fairly? My unanswered questions point to 
the fact that even.though objectivity is crucial in the fairness of sport, subjectivity 
inevitably creeps in due to human nature, especially when athletics and artistry are 
combined. 
It is important to point out that the three sports I have discussed are not the 
only Olympic events where style, aesthetics, and/or artistry are important; there is 
also figure skating, artistic gymnastics, trampoline, diving, synchronized diving, ski 
jumping, freestyle skiing, and equestrian dressage. 40 Will the artistic and athletic 
activities of dancesport (competitive ballroom dancing) and competitive cheerleading 
follow the journey of rhythmic gymnastics, synchronized swimming, and ice dancing 
to acceptance by the Olympic Games? 
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To those people who question the validity of artistic sports as 'real sports' and 
as true Olympic competition, I maintain that they-just like other sports-require 
their athletes to have a sound mind and sound body that work cohesively toward the 
accomplishment of highly refined skills. Furthermore, the artistic Olympic sports pay 
tribute to ancient Olympians and their belief in art and sport as two closely related 
forms of human expressivity. 
1 Susan J. Bandy, "The Alliance of Sport and the Arts," in Coroebus Triumphs, ed. Susan J. Bandy (San 
Diego: San Diego State University Press, 1988), 3-5. 
2 Richard W. Pound, Inside the Olympics: A Behind-the-Scenes Look at the Politics, the Scandals, and 
the Glory of the Games (Canada: John Wiley & Sons Canada Ltd., 2004), 20. 
3 Kathryn L. Davis, The Art of Sports Of iciating (Boston: Allyn & Bacon, Inc., 1 996), xi-4. 
41bid. 
5 Pound, Inside the Olympics, 20-22. 
61bid., 23. 
7 1bid. 
81bid., 46-48. 
9 Ibid., 20-22. 
10 Ibid., 20-23. 
11 Andrea Bodo Schmid, Modern Rhythmic Gymnastics (Palo Alto, CA: Mayfield Publishing 
Company, 1 976), 1-5.  
12Jbid. 
13 F.I.G. Federation Intemationale de Gymnastique, accessed March 28, 20 1 1, http://www.fig­
gymnastics.com/vsite/vtrial/pagelhome/O, 1 1 065,5 1 87- 1 87975-205 1 97 -45048-285446-custom-item, 
OO.html. 
14 Olympic, Official Website of the Olympic Movement, accessed March 28, 20 1 1 ,  http:// 
www.olympic.org/. 
15 Ibid. 
16Jbid. 
17Jbid. 
24 
18 Ibid. 
19 Dawn Pawson Bean, An American History: Synchronized Swimming (Jefferson, NC: McFarland & 
Company, Inc., Publishers, 2005), 3- 15.  
20 Ibid. 
21 Olympic, Official Website of the Olympic Movement. 
22 Ibid. 
23 Ibid. 
24 Ibid. 
25Jbid. 
26 Ibid. 
27Jbid. 
28 ISU, International Skating Union, accessed March 28, 20 1 1 ,  http:/ /www.isu.org/vsite/vtriaVpage/ 
home/0, 1 1  065,4844-1 28590-1 29898- 1 9296-68634-custom-item,OO.html. 
29 James R. Hines, Figure Skating: A History, (Urbana, IL: University of Illinois Press, 2006), 3-4. 
30 ISU, International Skating Union. 
3 1  Hines, Figure Skating: A History, 5 & 1 20. 
32 ISU, International Skating Union. 
33 Olympic, Official Website of the Olympic Movement. 
34 Ibid. 
35Jbid. 
36 ISU, International Skating Union. 
37Jbid. 
38Jbid. 
39Jbid. 
40 Olympic, Official Website of the Olympic Movement. 
25 
Chapter Three: 
THE ART AND SPORT OF CHEERLEAD lNG 
An activity that lies somewhere between the realm of dance and sport, and I 
believe incorporates both, is cheerleading. It is a close cousin to the sports of 
gymnastics and acrobatics and to the art form of dance. In fact, many cheerleaders 
grow up as dancers or gymnasts or both. But cheerleading does not fit neatly into any 
category and is misunderstood by the general public. It has developed far from its 
roots and is today transforming into something completely new, resulting in certain 
advocates finding the need to re-name it and re-invent it. But what exactly does 
current cheerleading entail and in what arena does it belong? Like rhythmic 
gymnasts, synchronized swimmers, and ice dancers, can cheerleaders be athletes as 
well as artists? To answer these questions and understand the current culture of 
cheerleading we have to take a look at its past. 
Evolution of Cheerleading 
Cheerleading started at the collegiate level in the late 1 800s as an all-male 
activity leading football crowds in organized cheers. In the 1920s women joined and 
by the 1940s, with many men at war, it became a mostly female activity. In the late 
1970s cheerleading squads started to compete against each other and in the 1 980s 
much more advanced stunts and gymnastics were incorporated. 1 Today, there are 
three main types of cheerleading squads. There are squads that entertain game 
audiences (mainly football and basketball sometimes volleyball, wrestling, and 
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hockey) with props, spirit, dance, and gymnastic skills. There are squads whose only 
purpose is to attend cheerleading competitions (on the regional, state, national, and 
international level). Lastly, there are squads that do both: game day performances and 
competition. Collegiate squads also fall into the categories of all girl (only women), 
small coed (mostly women and four or less men), and large coed (women and more 
than four men). There are usually 12-24 students on each collegiate squad which 
includes alternates (or understudies). Some schools have multiple teams, for example 
an all girl and coed squad or a game day and competition squad. 
Types of Cheerleading Squads 
The activity of cheerleading has grown past the collegiate level. The types of 
cheerleading squads associated with schools, besides college teams, are high school 
and junior high or middle school. The types of cheerleading squads not associated 
with schools are youth league, all star, and professional. Youth league cheerleading is 
sponsored by athletic organizations like Pop Warner and YMCA and they cheer for 
the youth sports (mostly football and basketball) sponsored by those same 
organizations. All star teams are sponsored by gyms and their sole purpose is to 
compete against other all star teams. Some professional cheerleading squads exist for 
professional sports, but many of these teams-although called cheerleading squads­
perform the skills of a dance team, which is a completely different activity with a 
different set of skills. The Denver Nuggets Cheer Team, for example, perform 
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cheerleading skills while the Dallas Cowboys Cheerleaders perform dance team 
skills. 
For school teams the season is often year-round starting with tryouts in spring, 
summer camp, football season, basketball season, competition season, and then back 
to tryouts. Responsibilities include auditioning, practicing, conditioning, performing, 
competing, and academic coursework-similar to other sports teams. However, 
cheerleading squads often have extra duties: pep rallies, public appearances, 
community outreach events, fundraising, philanthropy, and gymnastics classes. 
Games and Competition (Judging, Technique, Choreography) 
During the games, cheerleaders cheer and chant to 'rev up' the crowd and 
support their sports team. They use signs, poms, flags, and megaphones. During 
timeouts and halftime and often during pre-game and post-game they perform 
routines often in collaboration with the dance team, mascot, marching band, and pep 
band. These game routines use the same cheerleading fundamentals as competition 
routines: jumps, dance, tumbling, partner stunts, pyramids, and basket tosses. 
For competition, judges score routines in Cheerleading Fundamentals and 
Routine Execution. Judging criteria for Cheerleading Fundamentals includes the 
following: 
• Jumps- flexibility, height, difficult combinations, synchronization, and 
technique (pointed toes, correct arm placement, and proper landings) 
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• Dance and Motions- synchronization, sharpness, rhythm, body control, 
placement, visual effect, pace, energy, entertainment value, and formations 
• Standing Tumbling and Running Tumbling- difficulty, technique, timing, 
height, landing, form, creativity, synchronization, and difficult combinations 
• Stunts, Pyramids, and Tosses- difficulty, technique, timing, strong body 
positions, body control, synchronization, difficult combinations, and variety 
and speed of transitions (pyramids are also judged on difficult and creative 
dismounts and multiple structures; tosses are also judged on height)2 
Even though stunts, pyramids, and tosses have similar judging criteria they are three 
separate categories. Stunts are lifts that can consist of a male base and female top or 
three or four female bases and one female top. Pyramids are many people stacked on 
three levels (base, middle, top), however the actual height of the structure is only 2 'l'2 
body lengths high. Tosses are when three or four bases throw a top (or flyer) into the 
air, she performs a skill which can include twisting and flipping and is caught by the 
bases. Judging criteria for Routine Execution includes the following: 
• Projection- expression, showmanship, energy, and crowd appeal 
• Choreography- music, formations, transitions, and flow 
• Degree of Difficulty- level of skill, pace, and performance 
• Overall Effect- performance impression, overall appeal, and creativity 
• Collegiate Image- sportsmanship, performance integrity, and school 
representation3 
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Routines are under three minutes and include a Game Day or Crowd 
Involvement portion which is the only part of the routine not performed to recorded 
music. Instead the cheerleaders cheer and chant and use their voices and props to lead 
the crowd. This section is scored in the following areas: 
• Crowd Appeal- visual appeal, energy, and enthusiasm 
• Showmanship- natural confident eye contact and genuine smiles 
• Effective Use of Props- signs, flags, banners, poms, and megaphones 
• Crowd Response Techniques- practicality (easy to follow and participate) and 
vocals (loud, consistent, and encouraging) 
• Execution- clean with no mistakes 
• Effective Mascot Incorporation- incorporating your school's costumed mascot 
into the performance4 
The recorded music used for the majority of the routine is energetic with a 
driving tempo usually mixed by a specialist and incorporates many songs in the style 
of pop, hip hop, and dance music. The music is layered with sound effects to 
highlight main events and with voice overs of the school name and mascot to show 
school spirt. The genre of dance is a mixture of traditional and current ideas: the 
traditions of sharp arm motions from porn technique and precision from drill teams, 
as well as the trendy and innovative moves from current hip hop dance. The qualities 
that are revered are precision, team uniformity, correct body placement and technique, 
quick tempo, bound flow, directness, clarity of lines and angles, symmetry, visual 
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effects, eye contact, smiling, enthusiasm, fun, entertainment value, and originality. 
Each team has their own unique style within this genre. 
Teams can have one or multiple coaches and many teams hire a choreographer 
for their competition routine. There are specifics for uniforms, footwear, mat 
dimensions, and equipment. There are deductions for mistakes, bobbles, falls, 
collapses, time violations, boundary violations, safety violations, and 
inappropriateness. 5 There are rule books, safety manuals, and training for judges and 
coaches. Similar to Olympic rhythmic gymnastics, synchronized swimming, and ice 
dancing; teams are judged on technical elements, artistic/aesthetic qualities, and 
execution. Music, choreography, performance quality, and entertainment play an 
important role and therefore subjectivity creeps into the judging process. There are 
also different trends in different regions of the country, different traditions at each 
school, and each year the teams try to 'one-up' each other with the next big thing or 
unique idea. 
I have worked professionally in the areas of dance, gymnastics, and 
cheerleading and I find the hardest thing to choreograph is a collegiate competition 
cheerleading routine. As a choreographic work it needs to fit that specific team's 
personality, tradition, style, and skill level. It needs to incorporate all of the 
cheerleading fundamentals and a large cast. It needs to fit together like a jig saw 
puzzle with intricate formations, constant level changes, and smooth transitions. 
There needs to be excitement, high energy, and surprise throughout. Plus there are 
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ever-changing rules, current trends, and safety limitations to follow. The pressure is 
intense as there are an enormous amount of details to clarify before competition day. 
Often a squad will work on one competition routine all year and only have the chance 
to perform it at one competition; therefore the routine must be perfect in order to 
succeed. Plus at national competition, there is added pressure with the ESPN cameras. 
No one wants to be on the team who hits every skill beautifully, but the last pyramid 
collapses, the national championship is lost, and the mistake is replayed on ESPN. 
Governing Bodies and Initiatives for Sport Status 
Just like the Olympic sports previously mentioned, cheerleading has many 
governing bodies. The American Association of Cheerleading Coaches and 
Administrators (AACCA) "is the defining source for all cheerleading safety 
education"6 and serves "over 70,000 cheerleading coaches across the United States."7 
USA Cheer is the USA Federation for Sport Cheering and is the national governing 
body for all forms of cheerleading.8 International Cheer Union (ICU) is the 
international governing body for world cheerleading and currently encompasses 103 
member National Federations representing 3.5 million cheerleaders world wide.9 The 
ICU recently applied to the International Olympic Committee (IOC) to accept the 
sport of cheerleading as an IOC recognized sport with hopes of becoming an IOC 
official sport in the future.10 IOC recognized sports do not compete at the Olympic 
Games; this includes sports such as billiards, cricket, dancesport, roller sports, sumo, 
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tug of war, and underwater sports. IOC official sports do compete at the Olympic 
Games.1 1  
There have been many recent initiatives to find acceptance and inclusion for 
cheerleading into athletic and sports organizations. The National Association of 
Intercollegiate Athletics (NAIA) which organizes smaller college and university level 
athletic programs has accepted competitive Cheer & Dance as an NAIA Emerging 
Sport. 12 Stunt and Acrobatics & Tumbling (A&T) are two new competitive female 
sports derived from the athletic skills and techniques of competitive cheerleading and 
designed in accordance with National Collegiate Athletic Association (NCAA) rules. 
The NCAA organizes larger college and university level athletic programs. Both 
Stunt and A&T are vying for NCAA Emerging Sports status. 13 The governing body 
for A&T is the National Collegiate Acrobatics & Tumbling Association (NCATA) and 
their meets are sanctioned by USA Gymnastics, the governing body for the sport of 
gymnastics.14 USA Cheer developed the sport of Stunt in collaboration with Title IX 
experts. 15 Title IX ofthe Education Amendments of 1972 is a US federal law that 
states "No person in the United States shall, on the basis of sex, be excluded from 
participation in, be denied the benefits of, or be subjected to discrimination under any 
education program or activity receiving Federal financial assistance."16 This law has 
had a major impact on high school and collegiate athletics in the amount of sports 
offered for each gender, number of athletes recruited in each gender, and athletic 
scholarship monies available for each gender. 17 
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There are two major differences between traditional cheerleading and its 
derivatives of Stunt and A&T, even though all three consist of the same types of skills 
and athletes. The first difference is the purpose of the teams. Cheerleading squads­
besides competing-still have the duty of cheering for other sports teams and 
representing their school at multiple athletic events, whereas Stunt and A&T teams 
only attend their own games or meets and follow NCAA rules. 18 The second 
difference has to do with the amount of artistic and aesthetic value incorporated, 
which directly affects the amount of subjectivity versus objectivity in the judging. 
Stunt and A&T have adopted new competition formats in order to separate 
themselves further from traditional cheerleading, to lessen the amount of aesthetic 
value and subjectivity in the judging process, and to become more sports-minded. 
There are start values and compulsory rounds and head-to-head competition isolating 
each fundamental element from the full choreographed routine. 19 Less importance is 
placed on aesthetic and artistic quality and more importance on difficulty and 
execution of athletic skills. Artistic gymnastics also seems to be going this route. 
During floor routines there is more time spent on tumbling passes and less time spent 
dancing in comparison to floor routines from a few years ago. 20 
The sports of Stunt and A&T are in their infancy. I am still getting accustomed 
to the score boards, shorts instead of skirts, lack of hair bows and makeup, addition of 
gloves and new shoes, jerseys with numbers, and especially the chest bumps, high 
fives, and ass slaps adopted from other sports and used for informal celebration and 
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congratulations. However, as a cheerleading advocate and enthusiast, I hope that one 
day soon cheerleading--or one of its derivatives-will be accepted into the NCAA, 
NAIA, and eventually the IOC. 
Dance Team 
Competitive collegiate dance team is a closely related activity. Teams consist 
of athlete dancers, and like cheerleading squads, reside in athletic programs and 
perform at football and basketball games as well as their own regional and national 
competitions. Many cheerleading organizations also have a dance team counterpart. 
Dance teams can perform and compete in the technique categories of porn, jazz, hip 
hop, kick line, and open. In the open category teams explore other genres like 
contemporary and musical theatre. Important attributes include technical elements 
(for example leaps and turns for jazz or sharp arm motions for porn), proper technical 
execution, body placement, control, rhythm and timing, team uniformity, 
synchronization, clarity and precision, style, originality, creative choreography, 
formation changes, and visual effects. 21 Sometimes teams incorporate dance 
partnering lifts and low level acrobatic tricks to enhance choreography and 
entertainment. Teams are usually all female but some schools have a single male. 
Routines, like in cheerleading, embrace tradition and innovation. Some routines and 
costuming display school spirit and school pride while others are theme-based or 
choreography-specific. 
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DanceSport 
A similar sport rooted in both dance and competition is dancesport, or 
competitive ballroom dancing, which is governed by the World DanceSport 
Federation and is an IOC recognized sport.22 DanceSport traveled a long and hard 
road to attain acceptance and sport status, and I believe blazed the trail for 
cheerleading to do the same. According to the World DanceSport Federation website: 
Public perception as well as the dancers' self-interpretation maintained a 
certain ambiguity when it came to DanceSport's classification alongside all 
the other sports. Whether tails, gowns and high heels were considered 
incompatible with the notion of how athletes had to be dressed, or whether the 
ballrooms contrasted too much from the other sporting venues, fact is that 
certain idiosyncrasies kept competitive dance in a league of its own. Forever 
straddling performing arts and sports, it took its time to find [its] true 
identity. [The fact] that different organizations overseeing the dance 
competitions held different views on the matter certainly did not help either. 23 
I believe these obstacles of fighting public perception, different organizations' views, 
and straddling the line between performing arts and competitive sports are the same 
obstacles being faced by cheerleading. 
Athletes and Artists 
I believe that cheerleaders and dance team members are athletes and artists 
just like gymnasts, synchronized swimmers, ice dancers, and dancesport participants. 
To those not invested in cheerleading it is controversial to call it a sport or an art. It 
usually falls under some indistinct category like 'athletic activity,' stuck somewhere 
between dance and gymnastics and not fully embraced by either. Cheerleading was 
established in scholastic athletic departments and has evolved closely connected to 
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other sports and therefore is continually seeking acceptance by athletic organizations. 
Cheerleaders train just as hard as athletes on other sports teams. They hone their craft 
year-round, they condition and cross-train, and they sustain injuries. Plus they have to 
work on their performance quality, showmanship, choreography, creativity, style, and 
aesthetic like performing artists, and often collaborate with live musicians in the form 
of a marching or pep band. All the while, they are supporting their school's sports 
teams, upholding school tradition and school spirit, and fighting to be taken seriously. 
I believe cheerleading is misunderstood. I have heard it called a 'sub-culture' 
and a 'cult, • and I have seen it portrayed in popular movies in a way that reinforces 
stereotypes. But actually it is one of the most potentially dangerous activities in our 
schools today and the participants are some of the most fearless athletes. I would like 
for cheerleading to find a place where it can thrive and is accepted for both its 
athleticism and artistry. I look forward fo the day when the sport of competitive 
cheerleading is understood and supported by schools, communities, athletic 
organizations, and the general public. It has come a long way from spirit fingers and 
pom-poms on the sideline of a football game, and I would love to see it competing in 
the Olympics some day-right next to its cousins artistic and rhythmic gymnastics, 
synchronized swimming, and ice dancing. 
1 ICU, International Cheer Union, accessed June 6, 20 1 3, http://cheerunion.org!fest. 
2 NCA, National Cheerleaders Association, accessed June 6, 20 1 3, http://nca.varsity.com/. 
3 Ibid. 
4 Ibid. 
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Chapter Four: 
ATHLETICISM IN DANCE 
STREB 
Elizabeth Streb is the first name that comes to mind when I think of 
choreographers of athletic dance. Her company STREB-formally STREB Ringside 
-consists of extreme action specialists (dancers), her technique is called PopAction, 
and her work reminds me more of a circus act than modem dance. She is obsessed 
with motion, action, physicality, gravity, and achieving the impossible like flying. Her 
studio looks like a gym with elaborate machines, devices, trampolines, and gymnastic 
mats so that her dancers can fall from heights, walk on walls, and dodge swinging 
cinderblocks. She wows her audiences time and time again as she breaks through 
boundaries-and glass-and makes the seemingly impossible possible. 
Growing up, Elizabeth Streb participated in many sports and athletic 
activities.1 Her most intense and exciting memories from childhood revolve around 
physically demanding events. She studied dance in college but attributes her 
inspiration to real live action heroes-people like Evel Knievel (motorcycle 
daredevil), Harry Houdini (escape artist and magician), Larry Walters (who flew up to 
16,000 feet high in a lawn chair attached to weather balloons), Anne Edson Taylor 
(the first to cross Niagara Falls and live), Lynne Cox (the first to swim across the 
Bering Strait), and Philippe Petit (who performed a high wire walk between the 
World Trade Towers).2 
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It is easy to recognize Elizabeth Streb's inspiration ofhumans performing 
extraordinary feats in her choreography which is unlike that of any other 
contemporary dance choreographer. According to Elizabeth Streb: 
Historically, movement in dance has performed one of three tasks: it fits itself 
to music (in a move-to-note manner), it tries to express emotion as a primary 
effort, and it attempts to tell a story. These three activities render action 
artificial. Choreographers have a responsibility to consider what their 
discipline-movement-can do that is exclusive to the domain of movement 
as a language unlike any other. 3 
Therefore instead of concentrating on the body itself, her work explores the forces 
that act upon the body in motion; including gravity, speed, acceleration, momentum, 
inertia, velocity, rate, centripetal force, adhesion, rebound, impact, and dead stops.4 
She attempts to eliminate all transitions, preparations, and recoveries-seeing them as 
unneeded and artificial. 5 She believes pain, fear, and danger are a natural part of what 
an extreme action specialist should experience, and that "physicality is a conduit for 
the giving and receiving ofharm, as well as pleasure."6 She says, "The carefulness 
that is employed in dance studios is a killer of great ideas. I think all movement 
specialists need to agree to get at least a little hurt once they venture into a room to 
invent action.'17 She explains, "At STREB we set up dangerous conditions that push 
the human animal outside of its daily comfort zone and into physical territories that 
provoke the fight or flight response."8 She does this with the help of specially 
designed machines like a human hamster wheel or a swinging and rotating metal 
ladder. 
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Viewers call her work brilliant, fearless, daring, original, and violent. I call it 
athletic due to the running, jumping, flying, flipping, bouncing, and physical 
virtuosity which definitely coincides with the components of athleticism I identify in 
my own work-strength, endurance, flexibility, power, speed, coordination, accuracy, 
agility, control, competitiveness, strategy, and teamwork. The competitive quality is 
harder to identify in her work than the other components. I do not see the dancers as 
competitive with each other but with the apparatus-conquering it, taming it, and 
mastering it. However it is not explicitly competitiveness that drives these dance 
athletes, but a fire and a will to survive. So perhaps I am using the wrong word-
competitiveness-in my definition of athleticism. Maybe I actually mean an internal 
frre or drive to achieve, accomplish, conquer, and overcome. This fire also consists of 
confidence, bravery, intensity, and tenacity. 
What interests me most is Elizabeth Streb's invention of a new and hard-to-
categorize style of choreography, and her subsequent development of a new and 
rigorous technique called PopAction to train her dancer's bodies and minds to be able 
to perform her work. She says, "In STREB work, we don't plie-we fly, explode, 
gush into the air."9 Elizabeth Streb goes on to explain: 
We are not trying to invent something that already exists: we are trying to 
locate, define, and recognize new, invisible, uncontrollable physical 
phenomena . . .  Our job is to present extreme action events on earth in the 
artificial places called theaters; we feel a responsibility and an interest in 
contributing to the action lexicon that hasn't yet been built to enrich the 
language of movement. IO 
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She expects that her dancers-or action specialists-have no "inherent weakness in 
structure, joints, ligaments, tendons, muscles, mind, or heart. You can't be stronger on 
the bottom of your body . . .  than you are on the top .. .If you want to fly and crash, then 
everything must be tuned to perfect pitch."1 1 She also calls her dancers 'action 
engineers' and 'movement methodologists' and says, "A real mover's spatial, 
physical, and temporal curiosity has to be insatiable."12 In training and performance, I 
see the STREB dancers trust each other, communicate, and interact and react as a 
team-they have to in order to survive. I think the audience enjoys seeing something 
new and different, virtuosic and astounding, yet accessible. 
Pilobolus 
Another company that is known for athletic dance is Pilobolus-sometimes 
called Pilobolus Dance Theater. According to Robert Greskovic-a dance critic, 
writer, and teacher-the distinguishing characteristics of Pilobolus include 
"intriguingly massed clusters of bodies and/or gymnastically levered processes of 
partnering or grouping,"13 as well as "artful nudity, and a taste for surreal twists of 
visual logic. "14 Like STREB, this company is an "innovative and hard-to-categorize 
entity . . .  but it is not hard to recognize."15 Many people think the three founders were 
gymnasts, but actually they were an English literature major/cross-county skier; a 
double major in philosophy and science/fencer/folk dancer/banjo player; and a pre­
medical student/pole-vaulter who came together in a dance composition class. 16 
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Critics have called what Pilobolus does: ' art  but not dance, ' 'gymnastic-based,' 
'seductive,' and 'uninhibited. '  Greskovic describes it by saying: 
A hybrid at best, the Pilobolus product remained a kind of visual poetry 
shaped from movement theatrics, though not necessarily danced moves. 
Leveraged, counter-balanced weight, acrobatic emphases, anthropomorphic 
shape modulations and often surreal, pictorial groupings all inter-related to 
give life and force to Pilobolus creations. 17 
The company works together as a team to create new choreographic works. Their 
teamwork is clearly indicated by the fact that their section in the book Fifty 
Contemporary Choreographers is the only section named after the full company 
instead of one individual choreographer. Dancers from this company have gone on to 
become founders of other athletic dance companies including Momix, Peter Pucci 
Plus Dancers, and Elisa Monte Dance.18 
Both STREB and Pilobolus seem to stretch the limits of what is considered 
dance. They are an inspiration to new choreographers to travel the unbeaten path, 
explore the unexplored, and to possibly create new categories or genres of dance. I 
was lucky enough to witness and meet Pilobolus in person as a high school student. I 
career-shadowed Dance St. Louis-a dance presenting company and non-profit 
organization-and for a few days I took classes with Pilobolus, ate meals with them, 
and attended their performances and discussion sessions. I remember being inspired 
by not only their partnering work and creativity, but also the way in which they 
seamlessly worked together, co-leading all events as a team and even fmishing each 
other's sentences like a family. 
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Bandaloop 
I also had the privilege of seeing a performance at the 2012 Rochester Fringe 
Festival by another athletic dance company called Bandaloop-sometimes Project 
Bandaloop. They specialize in aerial dance by using rock climbing equipment to 
create site-specific work that climbs, repels, and dances on the sides of buildings and 
major landmarks, natural and man-made.19 I could see them start the performance 
downtown from many blocks away. It was nighttime and the performers were lit up 
by spotlights. When I arrived I laid down on the cement to watch them 2 1  stories 
above me scale the side of a building performing acrobatic and choreographic feats to 
music.20 The idea was innovative and like STREB, combined athleticism, apparatus 
work, and dance. 
Alvin Ailey American Dance Theatre 
My maj or inspiration for athletic and artistic dance is the Alvin Ailey 
American Dance Theatre (AAADT). Like Pilobolus they use no equipment to help 
them get higher or go faster or cushion their falls-they only use their bodies, their 
athletic ability, and their dance technique and choreography. AAADT has been called 
a "cultural ambassador to the world"21 and is dedicated to celebrating "the uniqueness 
ofthe A:frican-American cultural experience and the preservation and enrichment of 
the American modern dance heritage."22 The dancer's bodies are beautifully 
muscular, and they perform amazing physical prowess while still maintaining their 
artistry, style, and theatricality. The company and second company, Ailey II, are 
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housed at The Ailey School-where they also offer a BFA in Dance through Fordham 
University-and where the dancers primarily study Lester Horton modem dance 
technique, Martha Graham modem dance technique, ballet, and often Katherine 
Dunham technique and jazz. I have had the good fortune of studying at The Ailey 
School, dancing with past and present company members, and experiencing first hand 
how Horton technique is used to train athletic dance professionals. 
Lester Horton Modern Dance Technique 
The Horton technique is a method in which "every muscle of the body is 
lengthened and each section of the body is isolated . . .  The technique utilizes all spatial 
planes and movement levels . .  .In addition, all aspects of tempo, movement range, 
rhythmical patterns, and dynamic accents are explored."23 Bella Lewitzky adds, 
"Lester developed a technique which tested the capacity of the body to move at its 
extremes."24 Horton technique trained me to be a strong, versatile, flexible, and 
marketable dance athlete without ever needing to hit the gym. It not only challenged 
my physicality but also my musicality. Once I stopped training in Horton technique I 
felt a substantial decline in my fitness level, endurance, strength, flexibility, 
specificity, and my confident relationship with the music and the floor. Besides taking 
Horton technique classes, I have also taught the technique, and I have attended two 
Horton Pedagogy Workshops at The Ailey School with Ana Marie Forsythe-the 
foremost educator and preservationist of traditional Horton technique. 
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The technique is designed to build strength, flexibility, stamina, endurance, 
balance, control, coordination, spinal articulation, and musicality. It does make a 
dancer sweat, become sore, and at times shake from fatigue; but it also gives a sense 
of accomplishment, maintains symmetrical right/left body balance, enables a dancer's 
measurable improvement, and challenges the body's limits. Dancers become athletes 
with this technique and they can see and feel results fast. The technique has a warm­
up consisting of roll downs, flat backs, primitive squats, lateral stretches, release 
swings, leg swings, and deep lunges. It also has many different types of studies 
including seventeen fortifications which strengthen and stretch the muscles and 
release tension around the joints;25 six prelude studies which stimulate the mind and 
enhance focus, placement, and dynamics;26 as well as a multitude of balance studies, 
swing studies, hinge studies, isolations, descents and ascents, falls, turns, jumps, etc. 
Specifics on technical skills can be found in the book and instructional DVDs. As far 
as the progression of a class, and counts and meters for the studies, there are infinite 
variations on each one and the possibilities are only limited to the instructor's 
imagination . .As in ballet, positions, vocabulary, and a logical progression are 
available for guidance but each instructor designs his or her own class. There is room 
for choreographic and improvisational studies as well. 
Safety in Horton Technique 
In my experience, I have become aware that some people feel Horton 
technique is hard on the body and that it is not kinesiologically sound.27 I believe 
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bringing kinesthetic awareness and safety into the studio is each individual 
instructor's responsibility. To aid instructors there is a book, five instructional DVDs, 
annual pedagogy workshops, and CDs available to help in proper application of the 
technique. Lester Horton "was deeply impressed by the work of the Dutch physical 
culturist, Dr. Bess Mensendieck, who regarded the body as architecture and was 
exploring the relationship between posture and good health. •'2S Mr. Horton affirmed: 
I am sincerely trying now to create a dance technique based entirely on 
corrective exercises, created with a knowledge of human anatomy; a 
technique which will correct physical faults and prepare a dancer for any type 
of dancing he may wish to follow; a technique having all the basic movements 
which govern the actions of the body; combined with a knowledge of the 
origin of movement and a sense of artistic design. 29 
Horton technique is designed in progressions. An advanced dancer is at the 
beginner level in Horton technique if he or she is new to the technique. There are 
levels and progressions to build the proper strength, flexibility, and alignment before 
attempting the more advanced vocabulary. Instructor of Dance at Millikin University 
Department of Theatre and Dance, Angela Fleddermann Miller commented: 
When taught with mindfulness, it's a fabulous, well-designed, progressive 
technique. I find the building blocks of it as genius as the structure of ballet. 
[However,] Horton technique is uncomfortable. But I would argue that yoga is 
also uncomfortable. Any rigorous activity is uncomfortable at first. When you 
give in to the discomfort, acknowledge it, and breathe, you can move 
beyond the discomfort and progress. If you fight it, you'll be in a constant 
fight. You'll just perpetuate that negative energy. I think also some teachers 
don't teach it mindfully. They teach positions. Horton technique is not about 
positions and making shapes. Just copying shapes can become boring and isn't 
interesting to the artist or audience. When taught well, it incorporates 
alignment, kinesiology, and varied movement qualities. I think knowledge of 
Laban/Bartenieffprinciples can blend with Horton beautifully.30 
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Since the body is moving at its extremes, on every level and in every plane, 
expanding the edge of its kinosphere, while being challenged by unpredictable 
musical accents and meter changes, the Horton technique requires a lot of muscular 
engagement similar to ballet. Some feel the technique is harsh on the knees and lower 
back and lacks in-depth discussion about breath,31 but with a knowledgeable 
instructor attention will be paid to correcting hyperextension of the knees and lower 
back, allowing natural curvature of the spine, and breathing continuously throughout. 
There is a significant amount of floor work performed on the knees, but not until the 
intermediate and advanced levels when students have the strength to execute this 
work properly and safely. Ana Marie Forsythe explained at the Horton Pedagogy 
Workshop that we need to train our dancers in technique class for what they are 
expected to perform on stage in choreography; and in choreography we often ask 
them to perform at a high level in extreme positions and maximum ranges. 32 Horton 
technique trains and strengthens the body methodically to prepare dancers for the 
virtuosic range demanded by many contemporary choreographers. 
I know instructors in their fifties, sixties, seventies, and have heard of one 
over eighty years old still dancing and teaching Horton technique. They believe 
Horton technique has helped condition them to remain supple and agile. 33 This 
supports the viewpoint that the technique is only damaging to the body if practiced 
incorrectly. 
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Relevancy of Horton Technique 
Another concern voiced about Horton technique is that it is not current or 
relevant because of its codification and supposed lack of progress since the original 
development of the technique by Lester Horton on his company in the 1940s and 
early 1950s.34 In actuality, Mr. Horton did not want to codify his technique because a 
stagnant technique was not what he had in mind, and therefore he put it off until the 
last year or two of his life. "The volume of material that Horton created in such a 
short time is impressive. He was enormously inventive and was constantly working 
and reworking his movements. He expected that his students would continue in this 
creative spirit."35 Mr. Horton died in 1953 at the young age of forty-seven.36 Without 
codification his technique might have been lost. I believe the fortifications, preludes, 
and other studies he left behind are available as a starting point and a point of 
reference. They do not encompass the entirety of the technique and they are not meant 
to prevent the further evolution of the technique. The codification is also not meant to 
diminish the technique to a series of positions and shapes. Yes, Horton technique 
involves specific positions and shapes-like ballet-but teaching a dancer to move 
through the shapes, maintain the technique, use different effort qualities, transition, 
and experiment with their artistry and musicality is where the teaching and dancing 
takes place and the technique is most alive. 
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Application of Horton Technique 
One advancement ofHorton technique is applying it in more areas than solely 
training dancers. It is currently being used as an athletic training tool to build 
strength, power, quality of motion, range of motion, and flexibility for athletic teams 
and others. At the Horton Pedagogy Workshop and in the Online Forum on the 
National Dance Education Organization website, 37 I met teachers who use elements 
of Horton technique in many different applications: movement therapy, water 
exercise, movement for actors, cross-training for release technique dancers, training 
for soccer players and football players, and I personally have used core strengthening 
exercises from the technique for conditioning cheerleaders. Concerning the relevancy 
question, Horton technique "involves getting humans to move with greater 
connectivity and core support, and that will always be relevant. "38 
Even though many new training techniques for modem dancers have emerged 
since the 1950s, Horton technique has grown immensely in popularity and is studied 
nationwide and beyond at colleges, private schools, studios, and in professional 
company classes. Similar to Elizabeth Streb, Lester Horton created a new movement 
technique to bring to life his vision of human movement virtuosity. He trained 
athletic, versatile, and expressive dancers-such as his protege Alvin Ailey who 
continued in Mr. Horton's legacy. I believe Ailey dancers not only have the fitness 
level of champion athletes but also the competitive fire that drives them to excel and 
50 
push themselves past their own limits. Horton technique not only attracts that type of 
dance athlete, it also builds and refines that type of dance athlete. 
1 Elizabeth Streb, STREB: How to Become an Extreme Action Hero (New York: Feminist Press, 20 1 0), 
1 28. 
2 Ibid., 1 58- 1 63.  
3 Ibid., 26. 
4 Ibid., 38 & 53. 
5 Ibid., 129. 
6 Ibid., 47. 
7 Ibid., 38. 
8 Ibid., 39. 
9 Ibid., 42. 
10 Ibid., 20-2 1 .  
1 1 Ibid., 40. 
12 1bid. 
13 Robert Greskovic, "Pilobolus," in Fifty Contemporary Choreographers, ed. Martha Bremser, (New 
York: Routledge, 1 999), 192. 
14 Ibid. 
15 Ibid. 
16 1bid. 
17 1bid., 1 94. 
18 Ibid., 1 93- 1 94. 
19 Bandaloop, accessed June 9, 20 13, http://bandaloop.org/. 
20 Bandaloop, excerpts from Bound(less), choreographed by Amelia Rudolph, One HSBC Plaza, 
Rochester, NY, September 20, 2012. 
21 Alvin Ailey American Dance Theatre, accessed June 9, 2013, http://www.alvinailey.org/. 
22 1bid. 
23 Jana Frances-Fischer, introduction to The Dance Technique of Lester Horton, by Mrujorie B. Perces, 
Ana Marie Forsythe, and Cheryl Bell (Pennington, NJ: Princeton Book Co, 1992), 7. 
5 1  
24 Bella Lewitzky, ''Dance Perspectives," Autumn 1 967, quoted in Jana Frances-Fischer, introduction 
to The Dance Technique of Lester Horton, by Marjorie B. Perces, Ana Marie Forsythe, and Cheryl Bell 
(Pennington, NJ: Princeton Book Co, 1 992), 7. 
25 Lester Horton Technique: The Warm-Up, directed by Jeanne Suggs (2005; West Long Brach, NJ: 
Kultur, 2005), DVD. 
26 Lester Horton Technique: Intermediate Level, directed by Jeanne Suggs (2005; West Long Brach, 
NJ: Kultur. 2005), DVD. 
27 See Appendix Two: National Dance Education Organization Online Forum Questionnaire 
28 Larry Warren, Lester Horton: Modern Dance Pioneer (New York, NY: Marcel Dekker Inc, 1 977), 
66. 
29 1bid. 
30 Angela Fleddermann Miller, e-mail message to author, April 1 6, 2012. 
31 See Appendix Two: National Dance Education Organization Online Forum Questionnaire 
32 Ana Marie Forsythe, class lecture, July 16, 2009. 
33 See Appendix Two: National Dance Education Organization Online Forum Questionnaire 
34 See Appendix Two: National Dance Education Organization Online Forum Questionnaire 
35 Marjorie B. Perces, Ana Marie Forsythe, Cheryl Bell, The Dance Technique of Lester Horton 
(Pennington, NJ: Princeton Book Co, 1 992), 205. 
36 Frances-Fischer, introduction to The Dance Technique of Lester Horton, 6. 
37 See Appendix Two: National Dance Education Organization Online Forum Questionnaire 
38 Angela Fleddermann Miller, e-mail message to author, April 1 6, 2012. 
52 
Chapter Five: 
THE SEPARATE FIELDS OF DANCE AND SPORT 
Although dance and sport seem like two different worlds I believe they are 
closely linked. Both involve the human body and movement. Both necessitate 
dedication to excel as well as a healthy mind-body connection. Both require 
confidence, motivation, and competitiveness-with oneself or with others. In both 
there is a teacher or coach who gives guidance in developing technique and honing 
one's skills. In both a participant can work as an individual or part of a team. In order 
to become a professional in either field, one must study and practice for years, often 
from childhood. 
Anything that has an effect on the human body and mind is relevant to both 
dancers and athletes. Athletes and dancers benefit from having an understanding of 
anatomy, kinesiology, nutrition, eating disorders, conditioning, injury prevention, and 
physical fitness. Trained as skilled movers, they have an abundance of physicality, 
self-confidence, and kinesthetic awareness. 
People participate in dance and sport for similar reasons: physical fitness, 
physical education, recreational activity, and competitive activity. Although the fields 
overlap there is a major difference at the heart of the two fields. The focus in sport is 
to compete and win according to objective criteria and quantitative measurements. 
The focus in dance is creativity, expressivity, and performance based upon artistic and 
aesthetic values that are subjective and qualitative. Straddling the border betWeen 
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dance and sport and embracing the values of both are participants in aesthetic/artistic 
sports and competitive dance. 
I believe professionals in the neighboring fields of dance and athletics can 
learn from each other, work together, collaborate, and enable a positive progression 
within both fields. 
Using Dance as Cross-Training for Athletes 
One idea that has been gaining popularity and momentum is using dance 
technique to help in cross-training athletes. In an article titled "Should coaches use 
dance as a form of athletic development?" in the The Journal Of Physical Education, 
Recreation & Dance (JOPERD) many physical education professionals and students 
chimed in. John Kilbourne, a professor of movement science said: 
The benefits are numerous and include enhanced range of motion, balance, 
strength, endurance, and injury prevention. In addition, dance training teaches 
athletes about creativity and the creative process, enabling them to take risks 
in a safe environment to create new orders of movement and movement 
pattems. 1 
Nicole F. Acquilano, an athletic director/physical educator/volleyball coach, agreed 
and added: 
Dance has been proven to increase flexibility, decrease stress, and improve 
agility through rhythm and movement. Dance also increases ranges of motion, 
which can decrease injuries. By exposing our teams to dance . . .  we are allowing 
athletes to participate in a different type of strength and conditioning program 
that is superior to simply doing jumping jacks and crunches on the field. 
Dance can be a wonderful asset to build a better athlete.2 
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Not only do professionals believe in dance as an athletic training tool, students are 
starting to follow the trend as well. James Wilkinson, a graduate student and rugby 
player commented: 
Dance as a form of athletic development has been used by some progressive 
coaches since the 1 970s .. .It creates greater kinesthetic awareness, which can 
help athletes wh�n they are airborne or on the ground. Dance enhances 
balance because it requires one to move through a variety of spatial planes. It 
teaches athletes muscle control by incorporating several muscle groups, large 
and small, in controlled movements . . .  [D]ance also improves the mental acuity 
of athletes because of the concentration required to follow the instructor and 
execute the movements. 3 
Other benefits highlighted in the article include development and improvement of 
ability and skill in the following areas: posture, reaction time, avoiding contact and 
recovering quickly from contact, solving movement problems, rhythmic and timing 
proficiency, performing quick footwork, isolating specific muscles, awareness of 
others, learning to work and move in a group, understanding of one's own body and 
its capabilities, and cognitive benefits such as higher GPA and academic success.4 
Scientific studies involving football players training in ballet are in abundance 
but the practice of dance training for athletes has grown beyond that. In a scientific 
study on youth soccer players, participation in break dance lessons improved their 
balance and posture.5 In another study, elite cross-country skiers emolled in a 
program that included a mixture of ballet, modern, jazz, and character dance which 
resulted in more flexible spines, reduced back pain, improved hyper-kyphosis as well 
as increased hip flexion, hamstring flexibility, and ankle dorsiflexion.6 
55 
Using Athletics as Cross-Training for Dancers 
Dancers also need to cross-train with athletic activity. Their workout regimen 
should vary depending on their genre of dance, their frequency of dancing, and how 
rigorous and aerobic their dance practice is. Some dancers run while others prefer low 
impact workouts like the elliptical trainer, swimming, and cycling. Low resistance 
will help keep muscles lean when building muscle bulk is a concern. Core 
strengthening exercises are beneficial for all types of dancers to increase stabilization 
and prevent back injury. Lifting weights or using a Thera-band can strengthen the 
upper body. Many dancers also cross-train with yoga and Pilates which train 
breathing, a mind-body connection, and internal focus and willpower. Stretching and 
cooling down after a workout can help prevent muscles from shortening and 
tightening. Dancers also need recuperation time, taking one day off a week for rest 
will rejuvenate the body. 7 
The beliefs around cross-training for dancers have evolved recently in 
conjunction with the views on appropriate body types for professional dancers. The 
days of only skinny dancers making it to the professional level are no longer. Dancers 
now have muscles, curves, individuality, and self confidence. Physical fitness, a 
healthy body weight, and healthy eating habits are advocated. I recall when dancers 
were afraid to cross-train because of the fear ofbuilding muscle bulk-some dancers 
still feel that way. At one university where I studied dance, professors advised that 
students take more dance classes if they wanted to improve their physical fitness. 
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Professors also discouraged running because it is 'too hard on the knees' and 
suggested speed-walking if students really wanted to try something else. At another 
university, where I auditioned for the dance program, the director said he would not 
allow me to participate in cheerleading as a dance major. Years later I realize my 
training in cheerleading is partially what defmes me as a choreographer and dance 
artist today. I have learned every body is different and everyone's individual goals are 
unique. Individuals need freedom to determine what works best for them. 
Using Somatics in Training Athletes and Dancers 
Another domain of study that is increasingly advocated is the use of somatics 
or somatic practices within athletic and dance training. Somatics considers the body 
and self as a whole; bringing the mental, emotional, and physical aspects together.8 In 
an article "(The) Body (of) Knowledge: Somatic Contributions to the Practice of 
Sport Psychology," William B. Strean and Richard Strozzi-Heckler write: 
Here are some of the reasons why I think a somatic approach to sport 
psychology is valuable and, potentially, transformational: We live in a culture 
where most people are disembodied. The body has become an object that 
carries us from our computer to the next meeting. When our interventions 
bring people to greater awareness of feeling and sensation, their aliveness 
begins to grow. The fact that so many people-even athletes-live in their 
heads makes it relatively easy to make a big impact with some simple somatic 
practices. It is amazing to see how a basic centering practice can have 
individuals "feel into themselves" in a way they haven't in years.9 
Both dancers and athletes-and humans for that matter-tend to separate their 
physical state and their mental state which is not advantageous especially in high 
pressure and high intensity situations. "From a somatic perspective, the self is 
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indistinguishable from the body. The attributes that make up the self (emotions, 
actions, beliefs, interactions, perception, ethics, morals, and drive for dignity) all 
emerge from the physical form."10 Strean and Strozzi-Heckler share a personal 
perspective of somatic practice: 
As ·I  continue to deepen my knowledge of the somatic discourse, I have an 
increased sense of joy and satisfaction along with more consistency in 
performance. I feel more complete as a person, therefore am able to be 
uniquely myself as an athlete. I have started to see my sport as much more 
than a competition or silo of experience in my life. I now see it as an 
integrated expression of my being . . .  Prior to my work with somatics my 
approach was very mechanical and functional. .  .I felt I had accomplished all 
that I could possibly accomplish . . .  Now, I have found a new way of 
participating in my sport and therefore in my life. 1 1 
Practice makes perfect. Just as a physical change takes many repetitions to 
achieve, an insight or 'a ha' moment does not create a permanent shift ofthe self. 12 
Two somatic practices that are used in both dance and sport are centering practice and 
attention training practice. According to Strean and Strozzi-Heckler: 
A centering practice has people pay attention to their length, width, depth, and 
center. The ability to move from one's center that is, staying centered while 
moving, is valuable in any sport. When one is off-center, actions are less 
effective. This simple and powerful practice allows athletes to become 
present, connected, and open to themselves and what they care about. 13 
Centering is the intention during the warm-up in a dance class, especially in a Laban-
based technique. Strean and Strozzi-Heckler defme attention training as: 
Practices that involve becoming still and focusing inward. Most athletes (and 
sport psychology practitioners) will find that they are more effective in their 
active lives when they take on a practice such as sitting or meditating . . .  the 
results of mediation [are] a deep abiding peace, a feeling of connection to 
others and the world, and for some, the ability to simply relax. 14 
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Other somatic practices for sport (and also for dance) include working on balance, 
sensation, breath, mood, imagery, constructive rest, and combating performance 
anxiety. Through somatic practices athletes, dancers, and other performers can take a 
holistic approach in training their body and self which encompasses thinking, feeling, 
and taking effective action.15 
These somatic practices have the potential to help gymnasts who often stand 
in their own way of progress and achievement by becoming incapacitated with 
anxiety. Throwing oneselfbackwards, and flipping and twisting in the air is not an 
easy task for the mind to grasp. Gymnasts can easily 'psych themselves out' or 'get 
stuck in their heads. '  Doubt can creep into the mind of the most seasoned athlete and 
can cause catastrophe such as falling offthe balance beam, injury, and loss of medal 
placement. John Feeney, the Head Gymnastics Coach at The College at Brockport, 
calls conquering this phenomena 'winning the mental game' and says, "Champions 
realize that their mind can be their worst enemy or their best teammate."16 
Performance anxiety and stage fright are very real issues in both dance and athletics. 
By combining mental and physical training, athletes and dancers can start to combat 
and overcome these issues. 
Dance Medicine and Sports Medicine 
Medicine is another area of study that is relevant to both dancers and athletes. 
In the article "Expert Care of the Performing Artist," Howard Bird and Ian 
Macdonald assert: 
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Compared to elite athletes, elite performers, especially musicians and dancers, 
invariably lack expert medical backup even though their needs are just as 
great as the sportspeople . . .  Although it is not always realized, the demands 
placed on the musculoskeletal system of performing artists at least resemble 
the demands placed upon elite athletes . . .  Whilst dance requires athleticism of 
the whole body, musicians are largely athletes of the arms whilst singers and 
actors are athletes of the throat and larynx, though in some art forms such as 
physical theatre and circus, these boundaries are crossed. Arguably, the 
psychological demands on the performer are greater than those of the 
athlete. 17 
With sports becoming more commercialized, and professional athletes earning high 
salaries and sponsorship opportunities, the optimum health of these athletes is 
fmancially significant and beneficial, and therefore sports medicine professionals can 
demand high salaries. "Baseball and football teams retain an army of physicians, 
surgeons, psychologists and nutritionists."18 However it is very different in the 
performing arts. Some major dance companies have the fmances to support a medical 
specialist but it is rare. Sports medicine has become a popular subject of study in 
medical schools but performing arts medicine is newer and less widely known. In an 
effort to promote the developing science, four institutions have collaborated in. 
offering a new Master of Science in Performing Arts Medicine degree: The British 
Association for Performing Arts Medicine, University College London, Royal 
College of Music, and Laban Conservatoire for Music and Dance. 19  Currently, "the 
care of musicians and dancers remains one of the greatest challenges in occupational 
musculoskeletal medicine. "20 
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I hurt my knee in a bicycle accident and was first sent to a sports medicine 
doctor on campus since I was a dance student. His perspective was 'let's get you back 
in the game' and he suggested weight training immediately to strengthen the knee. He 
sent me to the athletic training center on campus where I noticed the trainers did not 
talk much about breathing, feeling, imagery, specific muscles, specific technique, or 
core support. I felt they had a 'just do it' mentality so I sought out a second opinion. I 
went to an orthopedic surgeon and explained that I was not seeking a solution 'just 
for the season' like an athlete might, nor looking for a quick and temporary fix. I 
explained that I see dance as my life-long career and wanted to heal my knee properly 
and fully. He suggested that I wait until the swelling went down before I started any 
new training regimen and then he sent me to physical therapy. We worked in 
progressions and more mindfully than the athletic training center but still I felt the 
approach was not complete. We were not taking a sports-specific or dance-specific 
approach. The physical therapists never allowed me to use turnout or bend my knee 
past ninety degrees, and yet I was required to perform those actions every day in 
modem and ballet class. I felt I needed to condition those extreme ranges as well or 
my knee would not gain strength in the way I required as a dancer. The orthopedic 
surgeon agreed and said that since I am 'not sitting at a desk every day like a normal 
human being' that we needed to take more extreme measures in my rehabilitation. 
I unfortunately never had the privilege of seeing a dance medicine or 
performing arts medicine specialist. If l had, I do not think he or she would have had 
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the 'get back in the game' attitude or 'just do it' mentality. I also think we would have 
strengthened my knee with dance-specific exercises using the ranges of external 
rotation and full flexion. I believe sports medicine and dance medicine are similar 
sciences and a collaboration between practitioners in the two fields could be 
invaluable. 
Dance and Sport in Higher Education 
In current higher education, dance and athletics are most commonly housed in 
separate divisions. In contrast, when dance was a developing subject in colleges and 
universities it was typically connected to a physical education department. In an effort 
to establish dance as an individual area of study and legitimate performing art in 
higher education, like music and theatre, many dance educators pushed to leave 
physical education departments and start anew. However, some collegiate dance 
programs still remain a part of or closely connected to their physical education 
counterparts. 
I have been a student majoring in dance at three university dance departments 
which existed separate from other disciplines such as physical education. Each one 
valued and required many technique, choreography, improvisation, and repertory 
classes. Somatics, pedagogy, kinesiology, movement analysis, and conditioning 
classes were offered in smaller amounts, if at all, but usually not required. Health and 
wellness topics like nutrition, physical fitness, and injury prevention were relegated to 
short discussions or small chapters in comparison to the many semesters of technique 
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and artistry training in a three or four-yearlong dance degree. This is surprising 
because although I agree technique and artistry are imperative in the training of a 
dancer, I also believe a thorough understanding of health and wellness issues are 
integral to the dancer's everyday life and career longevity. Perhaps more of these 
types of classes and opportunities are offered in departments that house both dance 
and physical education. 
A look at The College at Brockport's Course Catalogue for the Department of 
Kinesiology, Sport Studies, and Physical Education reveals many classes I think 
could also be beneficial for dancers or adapted for dancers. These include 
Significance of Physical Activity, Physical Fitness for Healthful Living, 
Kinesiological Bases for Exercise and Sport, Physiological Basis for Exercise and 
Sport, Kinetics of Sport and Exercise, Stress and Tension, Physical Activity in 
Adulthood, Athletic Injury Assessment, Motor Development, Nutrition for Exercise 
and Sport, Biomechanics, Problems in Physical Education, Fitness and Conditioning 
for Teachers and Coaches, Marketing and Fundraising in Physical Education and 
Sport, Budgeting/Finance/Facility Management in Physical Education and Sport, 
Sport Marketing/Promotions/Public Relations/Publicity, and Teaching Culturally 
Diverse Learners in Physical Education.21 
Collaboration Between Dancers and Athletes 
A major trend in university dance departments today is interdisciplinary 
collaboration. In my personal experience, fields such as technology, videography/ 
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photography, theatre, music, language, and other humanities are consistently engaged. 
Furthermore, I have encountered in my research collaborative dance projects on other 
campuses with science and engineering, but what about athletics? Student dancers 
and student athletes already have much in common based upon the way they train, 
perform, rehabilitate, and develop into professionals in their field. I would argue that 
the implementation of opportunities for collaboration between students and 
professionals in the fields of dance and athletics could only be advantageous for all. 
Dancing with the Athletes22 is a potentially prototypical event that takes place 
at The College at Brockport. Initiated by the students as a recreational event, I believe 
it could lead to more inter-departmental collaborative efforts and interdisciplinary 
learning opportunities in the future. Essentially, the event is a dance competition 
where teams consist of dance majors and student athletes. Funds raised from ticket 
sales go to the winning team's charity of choice. The event is co-sponsored by the 
Student Dance Organization (SDO)-which is housed in the Department of Dance 
and is a member of the Brockport Student Government-and the Department of 
Athletics. The judging panel consists of representatives, mostly faculty members, 
from all the supporting and sponsoring groups. The competition is modeled after 
Dancing with the Stars and the judges hold up score cards and give live feedback 
after each performance. Each competing team is made up of two or three dance 
majors paired with two or three student athletes. 
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During the event's inaugural year, each team consisted of female dancers and 
male athletes. By its third year, the event had grown to include female athletes paired 
with male dancers, all-female teams, all-male teams, and teams including members 
from more than one sports team. Students from many different athletic teams have 
participated; including baseball, basketball, football, gymnastics, ice hockey, lacrosse, 
soccer, swimming and diving, volleyball, and wrestling. Previously the event was 
held in a studio theatre in the dance department, but now its held in the school 
gymnasium allowing for a larger audience. Teams can dance in any style to show off 
their strengths and personalities. Many routines become elaborate theatrical skits with 
comedy and props, often incorporating entertaining athletic skills. 
By the third year the event was held a new set of criteria was introduced. 
Routines had to be a certain length and had to include a turn, a jump or leap, and 
partnering, as well as demonstrate clear collaboration between dancers and athletes. 
The purpose of the routine is not to be technically correct by dance standards but to 
be creative, fun, and to 'wow' the audience by any means necessary. Out of the three 
teams with the highest scores, the winner is decided by audience applause. Each year 
it seems that not only the crowd pleasers succeed but also the most organized and 
well-rehearsed routines. The winning team not only wins money for SDO and charity, 
but also has the opportunity to perform in one of the dance department's student­
choreographed concerts, as well as bragging rights for one year. Even though it is a 
competition, everybody wins: money is raised for a charitable cause, the audience is 
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entertained, the departments gain campus-wide exposure, and the participating 
students learn from their collaborative experience. 
Even though this event was not specifically designed to be a learning 
experience, I believe important lessons are learned by the participants. First of all the 
originators, planners, and producers of the event are all dance students and they learn 
valuable experience from performing those functions. Furthermore, the participants 
have the opportunity to meet and collaborate with students they would not normally, 
and make friends in other departments. Athletes and dancers, who normally speak 
different movement languages and vocabularies, learn how to communicate and work 
together outside of their comfort zones in order to produce a finished work and 
present it in front of their peers and the entire campus community. Specifically, 
dancers learn how to teach and choreograph for non-dancers, and athletes learn how 
to work on new movement concepts with new teammates. Both athletes and dancers 
learn skills in relating to a crowd, showmanship, good sportsmanship, teamwork, 
trust, confidence, creativity, hard work and dedication, commitment, philanthropy, 
organization, preparation, and identifying strengths. In the end, participants gain a 
sense of accomplishment and they receive positive support from their peers. Since the 
winning team performs in a Department of Dance concert, many more non-dance 
students than usual attend the performance to show their support. I overheard a non­
dance student say with delight and surprise that she did not realize the dance 
department 'did more than just modern dance.'  
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I propose this event can serve as a model for one way student dancers and 
athletes can initiate a collaborative effort outside of the classroom. All students 
involved now share a deeper appreciation and understanding for each other's skills, 
talents, and strengths as well as more confidence and experience in the collaborative 
process. Next time these individuals have the opportunity to collaborate on a new 
subject or with new people-in school or in the professional world-they will be 
more prepared to do so. 
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Chapter Six: 
CREATIVE PROJECT 
Photo by Rebecca Puretz 
Initial Ideas and Casting Dancers 
For the creative portion of my thesis project, I and two other MFA candidates 
held an audition for Brockport dance students in November 2012. I knew I wanted a 
sizable cast of about 8 to 15 dancers for many reasons. One reason was to work 
together like a sports team during the rehearsal process or maybe even two opposing 
sports teams while on stage. I also needed many bodies for large moving formations 
that would take up the entire stage, and I wanted to have the option to use different 
configurations of a large group; for example trios, duets, quintet, octet, ten against 
one, etc. I envisioned multiple lifts and possible group lifts. I knew the piece would 
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be high energy and probably over ten minutes therefore I envisioned many entrances 
and exits-almost like substitutions on a football team-so the dancers would have 
time to recuperate offstage while the audience continues to experience the high 
energy onstage. I looked for technical and confident dancers with beautiful lines and 
spatial clarity who enjoy my movement and enjoy pushing themselves. I chose eleven 
athletic female dancers to suit my choreographic vision. I had worked with most of 
them before and knew they were dedicated and hard working individuals. I did not 
choose males because I did not want the audience to read into gender roles in my 
choreography since that was not something I was interested in exploring in this 
project. 
Photo by Rebecca Puretz 
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Expectations and Schedule 
I had the dancers sign a contract1 that outlined my expectations for them as 
my cast and as dance athletes (or athlete dancers), which is what I like to call them. 
We had one rehearsal in December 20 12  before winter break to get the ball rolling 
and creative juices flowing. I needed to see all of them in the same space moving 
together so I could start to envision the direction I wanted to head over the next few 
weeks of winter break. In January 2013, we rehearsed intensively for two weeks in 
daily five-hour sessions before the semester started. Once classes and other 
responsibilities began, we rehearsed for three hours twice a week. During the spring 
semester, as part of the feedback process, my cast performed in Rochester, NY at the 
Tango Cafe for an informal concert I co-produced with two other MFA candidates 
titled DANCE + WINE: Process in Progress. My cast also performed and presented 
with me at two research conferences on campus including Scholars Day and Master s 
Level Graduate Research Conference. We premiered the full work Sound Mind Sound 
Body on campus in Hartwell Dance Theatre during DANCE/Hartwell April 1 8-20th 
20 13 .  
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In Rehearsal 
I treated my cast as a dance company and athletic team. At the beginning of 
rehearsals we warmed up together, we stretched together, we conditioned together, 
and we had a technique and skills portion. We reviewed video footage together from 
the last rehearsal, discussed the current rehearsal agenda, and shared feelings and 
thoughts. While I worked with one group, the other dancers would form groups or 
pairs and give each other feedback. I videotaped the last run-through at each rehearsal 
and sent it to the cast via email so they could review the material before the next 
rehearsal. At the end of rehearsals we had a team huddle and some encouraging 
remarks. The dancers worked as teammates throughout the process and built closer 
relationships through our time together. 
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Generating Movement Material 
To begin generating movement material we improvised on two sets of words 
we agreed upon as a group. The frrst set of words describe athleticism including 
strength, endurance, flexibility, power, speed, coordination, accuracy, agility, control, 
competitiveness, strategy, and teamwork. The second set of words might be 
components on a score sheet if modem dance were a competitive sport including 
floorwork, inversions, lifts, turns, jumps, leg extensions, balance, level changes, 
spatial patterns, relationships, groundedness, use of breath, and range of motion. 
Some other specific movement ideas came directly from my past experience with 
cheerleading, acrobatics, Horton modem dance technique, and competitive dance. 
73 
To further generate movement phrases I had the dancers create duets where 
they tested their boundaries of competitiveness and teamwork. Later I asked the 
dancers to each choose a sport that interested them and create a solo based on certain 
elements of that sport-not the specific movement vocabulary of the sport, but the 
quality or 'feel' which can include use of weight, timing, flow, and effort. By the end 
of the rehearsal process, we had created our 'signature' dance technique and 
movement vocabulary. We named several movement ideas after sports-related terms 
like 'football, '  'baseball slide,' 'on the starting block,' and 'calling out your 
opponent. '  
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Inspiration 
While choreographing I was inspired by the synchronicity and spatial design 
of synchronized swimming and rhythmic gymnastics, the partner lifts or stunting of 
acrobatic gymnastics and cheerleading, and the power and speed of artistic 
gymnastics and other sports that include running. I was also inspired by the 
dedication, training, competitiveness, and teamwork that is essential and innate in 
athletes of these sports. For a while I was stuck in the idea that athletic movement had 
to mean fast-paced when my clever dancers reminded me of athletic activities that 
move slower and mindfully like body-building, rock climbing, and yoga. 
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Form and Design 
The dance has two allegro (fast) sections and one adagio (slow) section in the 
form of ABA (fast, slow, fast). However, I referred to the sections as allegro, adagio, 
and vivace (lively, quick and faster than allegro). The first section has music and 
shows endurance, strategy, intensity, spatial design, and synchronicity. I built the 
majority ofthe first section with little contribution from the cast to get them into the 
feeling and energy of the piece and accustomed to my movement vocabulary. In this 
section the dancers showcase technique and skill, quick level changes, dynamics and 
accents, and partnering and lifts. They move in every plane, on every level, and often 
upside-down. The performers start to define their intent as walking the fine line 
between teamwork and competitive edge. They take up the entire stage as they 
explore the different configurations possible with eleven dancers, and their 
relationships constantly evolve as they have many partners, teams, counterparts, and 
opponents at any one time. Fast entrances and exits and quick transitions take place, 
therefore timing and spatial clarity are very important. Their ever-changing geometric 
formations create a kaleidoscopic effect and the dancers seem to ping pong from one 
partnership and configuration to another surprisingly and unexpectedly. At this point 
the audience does not know how many dancers there are-like an optical illusion­
due to the constant motion as well as the traveling on and off stage, also the entire 
cast has not yet appeared on stage simultaneously making it impossible to keep track 
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of the number of dancers. The dance athletes increasingly challenge one another and 
take sides or build teams as they transition into the second section (adagio section). 
For the second section we used the solos the dancers created and manipulated 
the material. We also added some familiar movements from the first section which 
featured individual strengths, but as an added challenge they had to execute the 
movements slowly-exhibiting control, flexibility, and balance. There is no music for 
half of this section and less intense music for the second half. There are fewer dancers 
on stage utilizing more stillness and less symmetry, and they start to build a stronger 
relationship with the audience. As the dancers showcase their skills they seem to be 
calling on their teammates for support and calling out their opponents in what one of 
my advisors called 'one-up-man-ship. '  The same advisor asked me who was going to 
win and who was going to be the last man standing. This helped me to realize that I 
wanted all of the dancers to 'win, ' because even if they have picked sides they are all 
part of one team with healthy competition between them. The music builds in 
intensity and the numbers on stage build to the full cast-for the first time-in two 
opposing teams. Jokingly I called them 'N and Varsity' or 'A Squad and B Squad'­
constantly switching which team was ranked higher for their amusement. 
The transition into the last section displays slow and fast elements on stage 
simultaneously. One person is moving slowly and consistently and seems to be 
defining the line between the two teams' territories. Explosions or 'fireworks' happen 
when one opponent from each team meets. Then everyone joins on stage again for 
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group lifts that highlight teamwork, coordination, and accuracy followed by the 
combative duets the dancers created which show power, strength, and agility. The 
whole cast returns for the third and fmal time exploring symmetry and building up to 
the end when everyone faces the audience in one united front. 
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Feedback Process 
During the rehearsal process I received feedback from my faculty advisors Dr. 
Suzanne Oliver, Dr. Juanita Suarez, and William (Bill) Evans. They thought I needed 
an adagio section to contrast the velocity and intensity of the first section. I was not 
convinced at first, but once my cast and I started working on an adagio section I saw 
how it would allow both the audience and dancers to recuperate and prepare for the 
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high energy of a third section. Another key piece of advice from my advisors 
referenced the performance quality. Early in the rehearsal process the dancers seemed 
to be preoccupied with learning and mastering the new and challenging skills that 
they were dancing from their external forms and not living or feeling the movement 
from the inside out. My advisors thought there was a lack of bodily throughness, 
continuity, qualitative range, and breath support and therefore transitions in and out of 
main events were not smooth. I decided the dancers needed to become more familiar 
with the movement and order of events before we focused on the velocity and 
urgency I desired. Therefore I temporarily stopped referring to the first section as the 
'allegro section' and stopped giving feedback on speed, until the dancers became 
more comfortable and confident and could fulfill every movement. 
Photo by Rebecca Puretz 
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Coaching My Dancers 
When providing feedback to the dancers, I often reminded them to ' live in the 
moment' no matter how fast or slow or still. I asked them to be present, alive, and 
fully engaged at all times. I also reminded them to 'run for real' like their life 
depended on it whether it was one step or all the way across the stage. There is no 
part of this piece that a dancer can fake or mark successfully or go on 'auto-pilot. ' 
Time, space, focus, and full body integration are important at all moments, even off 
stage. They always had to be engaged, focused, and aware because there are no 
counts in this piece. They took all of their timing off of movement cues. They had to 
feel each other and learn how to read each other like a sports team. I used the term 
'fire eyes' to express the type of intense focus I wanted them to use with each other 
and out at the audience. When I wanted the dancers to be more competitive with each 
other it was hard to find the right descriptive words-I tried 'fierce, '  'combative, '  
'intense,' 'powerful,' 'aggressive, ' and 'fire. ' I wanted the dancers to be seen as strong 
individuals as well as a team or cohesive unit, and therefore we had moments of 
complete unison and uniformity but also moments of individuality. 
It was important to me that everyone in the cast could perform every skill so 
that anyone could substitute in for anyone else at anytime. I did not want to choose 
who was in what part due to ability or talent and I did not want to have a leader or 
soloist; I wanted equality throughout the group. I think they are all capable of 
performing all parts in this piece-there is no pitcher or quarterback or goalie-we 
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learned and practiced every skill as a team and as a cast. We did not have an 
understudy because I wanted them to be understudies for each other and substitute in 
when needed. I almost never chose who was in which parts. When creating, for 
example, I would say I need three people without giving any other clues. The cast 
would decide whose turn it was so everyone had equal stage time. This challenged the 
dancers to work outside of their comfort zones by volunteering for parts that might 
include their weaknesses and disaffinities. They had to 'step up their game, ' work on 
their skills and confidence, and take risks. They had to partner with different sizes and 
heights, trust each other and themselves, throw themselves backwards or upside­
down, and run at top speed towards each other and the wings of the stage. 
Photo by Rebecca Puretz Photo by Rebecca Puretz 
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Production Elements (Title, Costuming, Music, Lighting) 
Every aspect of this creative project is a hybrid of dance and sport including 
the title: Sound Mind Sound Body. This motto has roots in athletics but I believe this 
saying exemplifies a fully integrated athlete and dancer. 
I worked on the design and construction of the costumes with The College at 
Brockport Department of Dance Costumer Emma Scholl. It was a priority that the 
costumes show the bodies and musculature of the athlete dancers and enable them to 
move fully. I wanted the fabric to move somewhat and not completely adhere to their 
bodies, and yet allow the dancers to execute partnering safely. Trying to steer away 
from stereotypical athletics gear like biker shorts and tank tops, I imagined the 
costumes as athletic but also artistic and appropriate for concert dance. I wanted to 
convey uniformity and individuality. The fmal costume design looked like a cross 
between a jersey, a tennis dress, and a swim suit. Arms and legs were bare as well as 
part of their backs, and abdomens partially showed when the dancers executed 
upside-down movements. Each costume was the same design to create uniformity but 
had slight variations in hue to indicate individuality. 
Both musical selections "Fortune Days" and "Bad Wings" were composed and 
performed by The Glitch Mob. The music had to be appropriate and inspirational for 
both artistry and athleticism. A driving tempo and multitude of textures and dynamics 
supported the many layers happening on stage. When my advisors questioned my 
choice of music, I searched for music online and asked for recommendations from 
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colleagues and professors. However, every piece of music I listened to added a layer 
that did not match my intention. For example, percussion selections created a world 
dance ambience and classical music placed the piece in a historical context. So I stuck 
with electronic music from contemporary American culture to keep the piece aligned 
with my choreographic vision. I also chose this music because my cast enjoyed it and 
was motivated by it. I thought about creating my own sound score especially for the 
portion that was performed in silence. I considered the sounds of a heartbeat and 
breathing and maybe a distant crowd, but decided to hear the natural sounds the 
dancers made instead including their breathing and contact with the floor. The silence 
also gave the audience a break from the loud driving tempo of the electronic music. 
Ultimately, I recognized that no matter which music I chose it would affect 
individuals in different ways and add layers of meaning or influence for some 
audience members. 
I decided to use a proscenium stage for this work and to collaborate with The 
College at Brockport Department of Dance Production Director Benoit Beauchamp 
on the lighting design. The lighting capabilities in Hartwell Theatre allowed for using 
color and side light to accentuate, sculpt, and enhance the musculature of the dancer's 
athletic bodies. The wings allowed for the multiple entrances and exits which proved 
to be an important aspect of the piece. We had the great advantage of rehearsing in the 
actual performance space during the semester which was invaluable experience when 
understanding spacing and getting accustomed to the floor's surface. 
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Final Performances and Feedback 
During the DANCE/Hartwell performances we had the opportunity to close 
the show. During the piece the audience was super silent as a proper concert dance 
audience should be, and the moment the piece was over they exploded in cheers and 
roaring applause like a sporting event. Feedback I received from audience members 
included "I didn't know Brockport dancers could move like that." I feel this was an 
affirmation that I had successfully pushed my dancers to a new level of performance 
and to mastering new skills. I also heard, "I could see the energy in the air between 
two dancers." I hope this is referring to the competitive fire that I was trying to instill 
in them. Other comments included, "It's a very well-crafted piece," and "You know 
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how to coach your dancers." Some audience members told me they were athletes 
themselves, and although they usually did not connect to modem dance, they enjoyed 
this piece. I am pleased the piece was accessible to those interested in dance and 
athletics. 
The dancers told me by the end of the process they were performing skills 
they thought they would never be able to execute. They said they enjoyed the chance 
to jump, tum, lift each other, go upside-down, and exert themselves within the realm 
of modem dance. They also said they felt more like a team than a cast of individual 
artists. They pushed themselves and each other to improve, they encouraged each 
other and cheered each other on, and they helped and supported each other 
continuously. They felt they had built a community, collaborating and working 
together toward a common goal and yet finding a balance of healthy competition and 
mutual support. 
The fmal piece ended up being 16 minutes long. If I were to do this project 
again, or a similar large-scale project, I would request that the students work solely 
with me during the process instead of with multiple choreographers for several 
shows. If we were a college sports team instead of a college cast of dancers, we 
would have the opportunity to practice together 3-5 days a week and the group would 
be able to fully immerse themselves in the technique, skills, and choreography 
required. They would be able to concentrate on that one sport or one choreographic 
work instead of various movement techniques with many competing demands. Or it 
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would be beneficial if they studied with me in a technique class and then applied that 
experience in my rehearsal. As it was, during rehearsals we were unable to 
concentrate exclusively on the choreography but instead had to devote time to 
scheduling, technique, skill progression, and conditioning in order to bring the project 
to fruition. 
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Chapter Seven: 
CONCLUDING THOUGHTS 
In my research, I have investigated the Olympic Games as an athletic and 
artistic phenomenon especially in the events of rhythmic gymnastics, synchronized 
swimming, and ice dancing. I have identified cheerleading, dance team, and 
dancesport as artistic and athletic activities struggling to find inclusion. I have studied 
dance companies and their dance training systems in which athleticism is a core 
value; including STREB and their PopAction technique, Pilobolus and their acrobatic 
weight-sharing, Bandaloop and their aerial dance technique, and Alvin Ailey 
American Dance Theatre as it is informed by Lester Horton modem dance technique. 
I have analyzed the ways in which the separate fields of dance and sport are similar 
and connected: including cross-training, somatics, sport and dance. medicine, as fields 
of study in higher education, and in collaboration. I have created a work of 
choreography for athlete dancers investigating how to blend the values of artistry and 
athleticism in the rehearsal, choreographic, and performance processes. 
In referring to the fields of dance and sport I have used the words 'separate, ' 
'intertwining,' ' intersecting,' 'different,' and 'similar. ' I hope to use the words 
'collaborative,' 'progressive,' 'symbiotic,' and 'mutually informing.' I feel instead of 
listing the differences between dance and sport and treating these fields as mutually 
exclusive, it would be far more beneficial to speak of inclusivity and accessibility. I 
am an advocate for collaboration, acceptance, and understanding between dancers and 
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athletes. The high art of concert dance and the highly regulated and specific world of 
sport no longer need to oppose one another. Rather, they might utilize each other for 
cross training, somatics, medicine and rehabilitation, as friendly neighbors in higher 
education, and as collaborators. As for the activities that clearly encompass elements 
from both areas of study, it is time to accept and promote those practices too as valid 
and interesting ways to blend ability and knowledge. Why continue to act as if there 
is a definite, indisputable or even recognizable border separating art and sport? There 
is no such line that we can all agree upon. In From Ballroom to DanceSport, Caroline 
Joan S. Picart states: 
A roundtable forum sponsored by the IOC [International Olympic Committee] 
on the sport-versus-art distinction produced little that could be used to 
produce practical policy. Though all agreed that both art and sport are crucial 
components in Olympic culture, and that sports are inherently artistic, not all 
arts are necessarily sporting. Though a number of the commentators attempted 
to define sport as opposed to art, all eventually arrived at a version of . . .  "I 
know it when I see it."1 
Professionals in each field hold assumptions about the other which can never 
fully be corroborated unless they spend equal amounts of time in both fields; but even 
then with the wide array of levels from amateur to professional and a variety of 
genres and sports, no one can fairly rank either dance or sport as more important or 
necessary to humanity. All we can know for sure is both have multiple purposes, 
multiple techniques, and both involve movement of the human body directed and 
supported by the human mind. For dancers and athletes the body is our instrument. 
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Acceptance of the commonalities of dance and sport is not a new idea. Even 
though current sport tends to be more associated with science and current dance tends 
to be more associated with art, their discernible relationship goes back to the ancient 
Olympic Games and probably further. But currently there seems to be an underlying 
feeling that one is superior over the other. In an article "The Dancer as Athlete," 
Dance Magazine sums up the similarities and differences between dance and sport 
with a skewed opinion: 
It's fair to say that all dancers are athletes-and then some. Even the simplest 
dance movements require a precision and control that come only from 
strength and highly coordinated muscles working in perfect symbiosis. But to 
dance is to move on a level far beyond athleticism. Yes, there are speed, 
power, balance, and endurance-all those things that defme the athlete. But 
then there are grace, beauty, form, emotion, and the power of communication. 
There is art. 2 
I could argue that all these attributes do exist in sport, including art and 
communication. In the book Not Just Any Body: Advancing Health, Well-being and 
Excellence in Dance and Dancers, a conference attendee likewise expresses a 
subjective perspective saying: "When I look at sports photos I am often much more 
excited by the physicality of the athletes than when I look at dance photos. There is an 
immediacy, a spontaneity and a concern with the accomplishment of a task that I do 
not see often in dance."3 I could argue that he or she has never seen photos of Alvin 
Ailey American Dance Theatre or STREB. Though not every dancer will be defmed 
as athletic and not every athlete will be concerned with artistry, intention is one 
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defining factor. How did that artistic athlete or athletic artist come to be, and how do 
they view themselves? How does the process inform the product? 
On a larger scale, how can we definitively establish the superiority of either 
dance or sport over the other? Scientific testing of athletes and dancers and 
quantitative and qualitative research will not lead us to an objective answer. We are 
human, therefore subjectivity is always involved. I suggest we stop trying to prove 
each field as better in some way and start accepting each field for what it is. In Sport, 
Dance and Embodied Identities, Noel Dyck and Eduardo P. Archetti suggest one 
potential way to look at dance and sport: 
Bringing together sport and dance as ethnographically distinctive but 
analytically commensurable forms of body culture and social practice 
represents a departure from previous ways of thinking about these two fields 
within anthropology and other disciplines. Sport and dance are conventionally 
viewed in the West as residing within separate and even opposed cultural 
realms. Yet they share not only a common status as techniques of the body, but 
also a vital capacity to express and reformulate identities and meanings 
through their practiced movements and scripted forms. Sport and dance spark 
widespread participation, critical appreciation and endless interpretation by 
performers and their audiences. Indeed, the embodied practices of athletes and 
dancers afford not merely pleasure and entertainment but powerful means for 
celebrating existing social arrangements and cultural ideals or for imagining 
and advocating new ones.4 
As I move forward from this research project I plan to advocate for dancers 
and athletes as equals and for dance and athletics as two symbiotic fields of study. 
Dancers and athletes already have in common an affinity for teamwork; coaches and 
teachers could hone their students' collaborative skills across disciplines in the spirit 
of inclusivity not exclusivity. For example, we could invite dancers into our health 
90 
and wellness classes in physical education departments and invite athletes into our 
dance and somatics classes in performing arts departments. We could work towards 
understanding, acceptance, support, and collaboration and see what new opportunities 
unfold. I envision an alliance between dance and sport, athletes and artists, and an 
evolution toward mutually informing and inspiring advancements in human 
movement endeavor. 
1 Caroline Joan S. Picart, From Ballroom to DanceSport: Aesthetics, Athletics, and Body Culture 
(Albany: State University ofNew York Press, 2006), 76. 
2 "THE DANCER AS ATHLETE. (Cover story)," Dance Magazine 76, no. 2 (2002): 40. Academic 
Search Complete, EBSCOhost (accessed June 1 1 ,  2013). 
3 Deborah Jowitt et al., Not Just Any Body: Advancing Health, Well-being and Excellence in Dance and 
Dancers. (Owen Sound, ON: Ginger Press, 200 1) 79. 
4 Noel Dyck and Eduardo P. Archetti, "Introduction - Embodied Identities: Reshaping Social Life 
Through Sport and Dance," in Sport, Dance and Embodied Identities, ed. Noel Dyck and Eduardo P. 
Archetti (New York: Berg, 2003), 1 .  
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Appendix One: 
THESIS DANCER CONTRACT '12-'13 
About Rehearsals and Performances: 
• I will come to rehearsal with an open mind and heart, ready and willing to try new 
things, ready to be challenged, and with a positive attitude and demeanor. 
• I will not be late for rehearsal. I will strive to be 5-15  minutes early so that I have 
time to prepare myself mentally and physically for rehearsal. 
• I will properly warm my body up and cool my body down for every rehearsal and 
performance. 
• I understand I am allowed to wear only minimal amounts of small and safe 
jewelry during rehearsal especially during times of partnering and lifts. 
• I will fmish rehearsal-based homework assignments on time including reading/ 
research and movement/choreography assignments. 
• If my choreographer has not arrived by the start time of rehearsal, I will begin 
rehearsing my section and encourage others to join me. 
• I will not chew gum during rehearsal. I can bring food if needed, and will only eat 
at appropriate times. . 
• I will wear clothes I can move in and clothes my body can be seen in for 
rehearsals. 
• I will strive to dance barefoot during rehearsal, as opposed to wearing socks, as 
often as possible. 
• I understand that breaks during rehearsal are not for checking my cell phone. 
They are for using the restroom, filling my water bottle, and resting my body. 
• I understand rehearsal time is not for socializing. It is for progressing forward 
with the piece. 
• I understand that if the choreographer is working with some one else at rehearsal, 
I can review my part, I can learn the part being worked on in order to understudy 
it, I can assist the choreographer in playing music/taking video/giving feedback, 
or I can take care of my body by resting/breathing/eating/drinking water/using the 
restroom. I will not use this time to socialize or check my cell phone. 
• I will practice on my own outside of rehearsal time. 
Relationship with Choreographer and Cast Mates: 
• I will keep open communication with the choreographer at all times. 
• If I have an issue of concern I understand that communicating it to my 
choreographer in person or over the phone is better than a quick text or email. 
• I will be respectful to everyone involved in the process including faculty, 
choreographer, cast mates, and myself. 
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• I will expect to be treated like a professional by the choreographer and in return I 
will act like a professional. 
• I will not talk while the choreographer or a cast mate is addressing the group. 
• If my schedule changes in any way I will notify the choreographer as soon as 
possible. 
• I will check my school email and cell phone often and will reply back as soon as 
possible to the choreographer's and my cast mates' requests. 
• If sick or injured I will notify the choreographer as soon as possible and together 
we will decide my role at rehearsal or if I should stay home. 
• Ifl consider changing my hair color or length or getting a piercing or tattoo I will 
consult my choreographer first to make sure it will not detract from the visual 
experience of the piece. 
• I understand that if at any time my vision or work ethic does not match the 
expectations of the choreographer that I will be notified, and if improvement does 
not occur, I could be asked to leave the group temporarily or permanently. 
About the Piece and the Process: 
• I understand all decisions/requests made by the choreographer are not personal 
but are made for the progression and betterment of the piece. 
• I understand I will be working in large groups, small groups, partners, and solo at 
times and I will be comfortable with these arrangements. 
• I will give my opinion when asked. 
• Ifl am selected to understudy a part ofthe dance or role of another dancer, I will 
learn it to the best of my ability and be ready to perform it in rehearsal or 
performance. 
• I understand I will be treated as an athlete. 
• I understand the choreographer will be taking videos at rehearsal for purposes of 
review and critique. 
• I understand the choreographer will be sending me videos of rehearsal. I will 
watch them and critique myself and review the material. I will not post the videos 
online or show them to some one not involved in the process. 
• I will practice outside of rehearsal on my own or with another cast member so that 
rehearsal time can be spent moving forward and not reviewing. 
• I will try my best to make myself available to rehearse with cast mates outside of 
rehearsal time if they ask for my help. 
• I will take care of my body during this entire process. I will strive to get enough 
sleep, nutrients, and exercise to try to combat injury, illness, and fatigue. 
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Overall Guidelines: 
• I will do everything I can and contribute in any way I am needed to the process 
and final piece. 
• With all of these things listed in the contract, I will try my very best. I will notify 
the choreographer of any injuries, illnesses, emotional issues, etc that may 
prohibit me from doing my best work. 
• I understand there might be an addendum to this contract at any time. 
Names & Signatures: 
Yokastheline Alejo 
Elizabeth Buehler 
Allyson Delaney 
Jenna Ellis 
Alexis Hills 
Jasmine Perez 
Melissa Sanfilippo 
Ayecia Simpson 
Chelsea Spraker 
Eliana Slurzberg 
Robin Wonka 
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Appendix Two: 
NATIONAL DANCE EDUCATION ORGANIZATION 
ONLINE FORUM QUESTIONNAIRE 
Date: 
April 1 3, 2012 
Subject: 
Research Project onRelevance, Value, and Application ofHorton Technique 
Purpose: 
I am working on a paper and presentation about current applications of the Lester 
Horton modem dance technique and its relevance to the current field of dance. I want 
to understand why dance professionals seem to be divided on the subject of Horton 
technique. In my experience some strongly value it and others strongly do not. 
Questionnaire: 
1 .  Do you teach Horton technique or aspects of Horton technique? Why or why not? 
2. Is Horton technique relevant to the current field of dance? Why or why not? 
3 .  Do you feel strongly (either negatively or positively) about Horton technique 
(past and present)? Why? 
4. Can you speculate about the reasons for other dance professionals' negative or 
positive viewpoints about Horton technique? 
5.  What current dance companies use Horton technique? 
6. What are some other applications for Horton technique other than to train 
dancers? 
7. Do you know of any sources that might help me with this research? Or other 
people I should contact? 
8. Any other thoughts? 
Responses: 
I received multiple responses from all over the country between the dates of April 
1 3-23, 2012. Luckily I received a variety of viewpoints both negative and positive 
which was most beneficial to my research. Responders included teachers and 
professors of Horton technique, Graham technique, Dunham technique, Bella 
Lewitzky technique, Laban-based technique, release technique, jazz, ballet, and 
graduate dance students. 
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